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Symphony No. 5 in E minor—Tchaikovsky ALP1236 (LP) 
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Mozart Arias in English 


from “Don Giovanni”, “Die Entfiihrung aus dem Serai!”* 
and “‘Le Nozze di Figaro” 7EP7043 (EP) 


5 PHILHARMONIA ORCHESTRA cond. HERBERT MENGES 


~~ Concerto No. 2 in G minor—Prokofiev 
CHERKASSKY with HAROLD JACKSON 
SEEN ay Sue 2 Ss Concerto for Piano, Trumpet and Strings—Shostakovitch ALP1349 (LP) 
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PHILHARMONIA ORCHESTRA cond. WILHELM SCHUCHTER 
Organ Concertos, Op. 4: No. 2 in B flat; No. 4in F—Handel DLP1037 (LP) 


with GINA BACHAUER and THE LONDON ORCHESTRA cond. ALEC SHERMAN 
Concerto in C—J. S. Bach CLP1111 (LP) 


PHILHARMONIA ORCHESTRA cond. HERBERT MENGES 


Concerto No. 12 in A. K414 
Concerto No. 21 in C. K.467—Mozart CLP1038 (LP) 


Airs from the Oratorios CLP1127 (LP) 
(Available September) 
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PHILHARMONIA ORCHESTRA cond. HUGO RIGNOLD 
mh - Concerto No. 2 in C minor—Rachmaninov 
ISEIWITSCH Piano solos: Moment Musical in E minor; 
Prelude in G—Rachmaninov CLP1094 (LP) 
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sings the soprano part in Vaughan Williams’ Sinfonia Antartica 

ae with the HALLE ORCHESTRA cond. SIR JOHN BARBIROLLI 
MARGARE ITCHIE and a section of the HALLE CHOIR ALP1102 (LP) 
with GEORGE MALCOLM at the piano. DLP1121 (LP” 
Songs by Schubert and Haydn (LP 
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VICTORIA DE LOS ANGELES 


La damoiselle élue — Debussy 
with CAROL SMITH and 
Radcliffe Choral Society 





Nuits d°été — Berlioz FRANCO CALABRESE 

with BOSTON SYMPHONY : 
ORCHESTRA conducted by sings Count Almaviva in ** Le Nozze di Figaro” 
CHARLES MUNCH 


(Glyndebourne Production) 


ALP1966 ALPS1312; ALP1313-5 
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FERNANDO CORENA 


sings Benoit and Alcindoro in “La Bohéme”, ALFRED DELLER 
conducted by SIR THOMAS BEECHAM, Bart. with DESMOND DUPRE 
ALP1 409-10 


Shakespeare Songs and Lute Solos 


ALP1265 
THURSTON DART 


with EILEEN JOYCE, GEORGE MALCOLM and 

DENIS VAUGHAN 

Concerto for three harpsichords in C — 7. S. Bach 

Concerto for four harpsichords in A minor — Cweerns See 


Vivaldi — 7. S. Bach ‘Neapolitan Songs” including 
Concerto for four harpsichords in D minor— O sole mio, Core ’ngrato, 
Vivaldi — Dart Torna a Surriento 

Variations on a theme of Mozart for four BLP1052 


harpsichords — Malcolm ( 
CLP1120 
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DIETRICH FISCHER-DIESKAU 
GERALD MOORE atthe piano 


) Schubert Lieder, Der Wanderer an der Mond; 
Uber Wildemann; Der Einsame; Auflésung; 
Der Kreuzzug; Totengrabers Heimweh; 
Nachtviolen; Geheimes; Rastlose Liebe 

Im Abendroth; 

Liebesbotschaft; Friihlingssehnsucht; 


GIANANDREA GAVAZZENI 


conducts “Madama Butterfly” (with 





Abschied VICTORIA DE LOS ANGELES, ANNA 
ALP1295 MARIA CANALI, TITO GOBBI, 
GIUSEPPE DI STEFANO) 
ALP1215-7 


SIR JOHN GIELGUD . 


| RAFAEL KUBELIK 
with the Old Vic Company in 


Shakespeare’s “Hamlet” THE PHILHARMONIA ORCHESTRA 
ALP1482-4 (Available September) i Symphony No. 4 in G — Dvorak 
a ALP 106 
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LOIS MARSHALL 


LONDON SYMPHONY ORCHESTRA 
conducted by ANTHONY BERNARD 
Organ Hubert Dawkes 

Airs by Handel, Haydn and Mendelssohn 
CLP1127 


(Available September) a | <= gt x er’ = VW fat) c e” 
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[Ms MASTERS VOICE” | Gramophone Company Lid 


| LONG PLAY 
sings Susanna in “ Le Nozze di Figaro’ | 
(Glyndebourne Production) 33: R.P.M. RECORDS 


ALPS1312; ALP1313-5 
E.M.I. RECORDS LTD.,,. 
(CONTROLLED BY ELECTRIC MUSICAL INDUSTRIES LTD.) 
8-11 GREAT CASTLE STREET, LONDON, W.1 
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Music from 


London’s Festival Ballet 
THE NUTCRACKER 


—and on H.M.V. Records anaes 


THE PHILHARMONIA ORCHESTRA 
CLP1060 
Being performed on Aug. 1, 2 and 3 
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GRADUATION BALL 
—Johann Strauss 2nd. arr. Dorati 
ARTHUR FIEDLER, BOSTON PROMENADE ORCHESTRA COPPELIA 
CLP1114 —Delibes 


Graduation Ball is being performed on Aug. 5, 6 and 7 ROBERT IRVING 
ROYAL OPERA HOUSE ORCHESTRA, COVENT GARDEN 


CLP1046 


SWAN LAKE Being performed on Aug. 8, 9 and 10 


—Tchaikovsky 


ROBERT IRVING 
THE PHILHARMONIA ORCHESTRA E.M.1. Record 
“HIS MASTER'S VOICE” CLP1018 | Tokens are always 


Act II is being performed on Aug. 5, 6 and 7 the ideal gift 
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The Gramophone Company Ltd 


“HIS MASTER'S VOIC 
LONG PLAY 3334 R.P.M. RECORDS 


For complete details of the above records, ask your H.M.V. record dealer 
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but one Toccata on side 1 there appears to 
be an awkward join. Fourth, the music is 
chosen in a very odd manner. Side 2 
contains four Toccatas in a row, and there 
are, scattered throughout the disc, various 
bits of organ Masses that do not sound too 
convincing out of their context. 

Some great music has indeed come down 
to us in a fragmentary and unusable con- 
dition, but that is surely no excuse for 
presenting massive musical statuary and 
vast tonal canvases in sample form. 
Frescobaldi was a great composer, as the 
excellent sleeve note tells us, but his 
greatness is not yet apparent on LP 
records. 


MOZART. Sonata No. 4in E flat major, 
K.282. Sonata No. 9 in D major, 
K.311. Country Dances, K.606. 
Wanda Landowska (harpsichord). 


RCA RBI16017 (12 in., 39s. 114d.). 

Sonato. K.282: 
Gieseking 
Spagnolo 
Hansen 


(4/54) 330X1142 
(9/56) LX T5219 
(2/57) DGM18320 

Sonato, K.311: 
Gieseking (5/55) 33CX1242 
Every so often there turns up a remark- 
able record which a reviewer keeps apart 
from those others discarded with a thankful 
sigh, and plays to all whom he can get to 
listen to it, so that they may share his 
delight. This is such a record. Until we 
hear Rosalyn Tureck play Bach on a 
modern Steinway, we can have no idea 
what the instrument is capable of: we 
could not know that it had nine or ten 
different kinds of pianissimo. Similarly, 
Wanda Landowska’s Mozart playing here 


extends our knowledge of the possibilities 
of a modern grand piano in the most 
thrilling and musical way. 

Mme Landowska writes her own sleeve- 


note. These are the important words: 
“The resources and effects of eighteenth 
century keyboard instruments, the manner 
of manipulating them, constitute a study 
of prime and indispensable importance to 
all contemporary pianists. They instruct 
the pianist in the art of creating on the 
modern piano a special touch which will 
render the most faithful reproduction of the 
tonal aesthetics of Mozart’s time. This 
science of touch perfects the pianist through 
the multiple and diversified means which 
enable him to bring to the modern piano the 
sweetness of the clavichord, the sharpness of the 
harpsichord, and the innumerable significant 
qualities of the pianoforte. Thus the modern 
piano, an admirable instrument, incom- 
parable in its versatility, becomes enriched 
by a thousand new nuances and brings us 
the authentic colour of the keyboard 
instruments of Mozart ” (my italics). 
Never mind about the wording. The 
result is what matters, and on this record 
we hear Mozart’s piano music as we can 
never have heard it before. We may be 
reminded now of the harpsichord, now of 
that clavichord mentioned by Leopold 
Mozart which “had a descant like a 
violin being played softly, and bass notes 
like trumpets” (“ trombones (sic) ’, says 
Mme Landowska, apparently intending a 
correction of Emily Anderson’s translation, 
which she is quoting). We can compare 
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the E flat Sonata (the one that opens with 
an Adagio) with Conrad Hansen’s per- 
formance on a Mozart piano ; and we find 
that under Mme Landowska’s fingers, the 
modern piano beats the old one at its own 
game. 

Apart from the sound (now singing, now 
staccato, now wraith-like and silvery, now 
bold as orchestral brass)—apart from it, 
yet, of course, linked with it, is Mme 
Landowska’s own inimitable phrasing, 
which seems to be forging the music as it 
progresses. Hers is an utterly fascinating 
art; and if anyone has ever been tempted 
to doubt the interest of Mozart’s piano 
sonatas, let him listen again, to this disc. 
The spun threads of melody, the boldly 
placed and spaced chords, even the Alberti 
accompaniments, are elating. It is just 
possible—I ought to mention this—that 
occasionally a freedom of rhythm, a sudden 
tenuto, will upset you ; there is a particularly 
marked one in the first movement of the E 
flat Sonata. On the other hand the sudden 
free, improvisatory handling of an episode 
in the Finale of the D major seems inevitably 
implied by the music. The pianist ignores 
the forte markings in bar 3, bar 7, etc., of 
the slow movement of this Sonata; _pre- 
sumably it is authentic, since it appears not 
only in my editions but also in the Kéchel 
incipit. All the repeats are made, and 
fascinating new adornments are added on 
second appearances. The Country Dances, 
originally for two violins and bass, are 
played in Mme Landowska’s own transcrip- 
tion, and are irresistible. 

This record is one of a two-disc set in 
America (LM6044). I look forward 
eagerly to the arrival of the companion 
record. A.P. 


PURCELL. Complete Works for 
Harpsichord and Clavichord edited 
and played by Thurston Dart. Argo 
RG82-3 (two 12 in., 83s. 5d.). 

Purcell’s keyboard music, excluding that 


which was obviously written for the organ, - 


falls into two styles—dance-suites in the 
French manner of Chambonniéres and 
d’Anglebert, and keyboard arrangements 
of tunes which may quite likely have been 
originally written as theatre music. The 
only keyboard music of Purcell’s that was 
published during his lifetime was of this 
latter kind—twelve pieces included in the 
second part of a miscellany called Musick’s 
Hand-Maid, which appeared in 1689. All 
these are of the very simplest kind, with the 
exception of “‘A new ground” which is 
in fact a keyboard version of the song 
“Here the deities approve”. The year 
after Purcell’s death his widow published 
A Choice Collection of Lessons for the Harpsi- 
chord or Spinnet, and it is to this volume that 
we owe the much more substantial music 
contained in the eight suites. These follow 
the customary pattern—a paired almand 
and corant (i.e. allemande and courante) 
form a nucleus which may or may not be 
preceded by an improvisatory prelude and 
followed by other dances such as saraband 
and minuet. Add to these a handful of 
pieces from manuscript sources, some of 
which can plausibly be formed into another 
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three suites, and you have the sum of 
Purcell’s surviving music for the harpsi- 
chord and clavichord. 

I don’t think that anyone would claim 
Purcell’s genius was as fully represented in 
this as in his other instrumental music. 
Here there is neither the introverted 
complexity of his string fantasias in the 
traditional English style, nor the more 
Italianate bravura of the trio-sonatas (of 
which Argo have already given us the first 
set). The French-style pieces are good 
examples of their kind, but perhaps only in 
the G minor suite (No. 2) does Purcell 
actually succeed in beating the Frenchmen 
on their own ground; this is a superb 
composition, to my mind head and 
shoulders above the rest—with the possible 
exception of the D minor suite (No. 7), 
which has a very elaborate almand 
mysteriously entitled “‘ Bell-barr”’. In the 
lighter-weight pieces it is the sudden 
unexpected felicities of melody that betray 
Purcell’s individual hand. Naturally these 
occur most often in the tunes from Musick’s 
Hand-maid, but even in the more formal, 
courtly atmosphere of the suites it can be 
found too. Anyone who plays this set 
through will discover favourite pieces for 
himself; no one, I think, could fail to 
hear that Purcell was one of the greatest 
melodists who ever lived. 

For this recording Mr. Dart has com- 
pletely refurbished the old Purcell Society 
edition, correcting its many misprints and 
applying the conventions of performance 
that we know to have been in vogue at the 
time. This particularly concerns rhythm, 
and anyone who has been used to perform- 
ing these pieces with literal exactness— 
quavers aS quavers and semiquavers as 
semiquavers, and never the twain shall 
meet—is in for a salutary shock or two. 
These pieces gain enormously from being 
played with a swinging natural rhythm, 
instead of a sticky, literal one, and I find 
the alterations completely convincing ; in 
fact I think Mr. Dart could have gone 
further and turned the corants of, for ex- 
ample, Suites I and II into 9/8 movements 
as he does some of the others. 

Where I find this performance less 
completely convincing is in matters of 
tempo and registration. Consistency is an 
overrated virtue (if indeed it’s a virtue at 
all), but I can’t believe that Purcell con- 
ceived of the saraband having such a wide 
range of tempo as it acquires here. The one 
in Suite II is very slow, while the one in 
Suite V is very fast; to my mind there is 
nothing in the music itself to justify such an 
enormous difference, though one can 
sympathise with Mr. Dart’s desire to make 
each of these superficially similar pieces as 
interesting as possible. This presumably is 
the reason for his occasionally over- 
elaborate changes of registration too ; they 
seem out of scale with the music. But 
there are misguided people who will insist 
on listening to a whole side or more of this 
music at a sitting. The performer has to 
consider their interests, I suppose, and try to 
avoid monotony at all costs. Such are the 
penalties imposed by LP. In any case Mr. 
Dart earns our gratitude for giving us a 

D 
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chance to explore yet another facet of 
Purcell’s musical personality. 

It was quite a good idea to play some of 
the pieces on the clavichord, and Argo have 
succeeded in recording it satisfactorily. It 
has been recorded at a high volume to 
ensure a relative absence of background 
noise ; one has to reduce volume consider- 
ably to achieve the right effect, as a note on 
the sleeve points out. It should be added 
that the harpsichord, too, is recorded 
rather loud. It’s a pity that the final chord 
of Suite VI was clipped prematurely on the 
tape. 


ITURBI TREASURES. Allegro di 
Concierto (Granados). Fantasia in 
D minor, K.397 (Mozart). Clair 


de lune: No. 3 of “ Suite Berga- 
masque’*’ (Debussy). Moments 
Musicaux, Op. 94: No. 3 in F 
minor; No. 4 in C sharp minor 


(Schubert). Marche funébre from 
“Sonata for Piano (1929) ” (Lazar). 
Polonaise No. 6 in A flat major, 
Op. 53 (Chopin). José Iturbi (piano). 
Columbia 33CX1368 (12 in., 41s. 84d.). 

The unctuous title at least leaves a 
loophole in distaste: it does not make it 
quite clear whether we are really expected to 
treasure Iturbi’s performances or whether it 
is merely that Iturbi treasures his music. 
Listeners of a kindly disposition will hope 
the latter is meant; but for all that it 
would not be so outrageous to treasure the 
performances: they are rather good ones. 
The Granados makes a most agreeable 
noise ; the Mozart is happily in style ; the 
Debussy is pleasant and restrained. Not 
very much is made of the Schubert ; but 
the Chopin is given an unusual and not at 
all ineffective reading—it is treated not so 
much as a concert piece as in the style of a 
rather precise dance, somewhat slower and 
perhaps rather more musical than is 
customary. Nothing at all, of course, is 
customary about the unfamiliar Funeral 
March by Filip Lazar, a Roumanian com- 
poser who spent a good deal of his short life 
(1894-1936) in Paris. As piano music this 
seems heavy and unsuitable, but its proper 
context might well substantially improve 
matters. 

The present context, however, is at least 
exceptionally well recorded ; anyone wish- 
ing, curiously, for this particular programme 
should endeavour to overlook the disc’s 


unhappy presentation. M.M. 
OISTRAKH ENCORES. Rumanian 
Folk Dances (Bartok).* The Foun- 


tain of Arethusa, Op. 30, No. 1 
(Szymanowski). Dances from Kall6é 
(Kodaly).* Songs (Vladigeroff). The 
Love of Three Oranges—Scherzo 
and March* (Prokofiev. The Song of 
Love, Op. 7, No. 1 (Suk). David 
Oistrakh (violin), Vladimir Yam- 
polsky (piano). Supraphon LPM237 
(10 in., 29s. 64d.). Items marked with 
an asterisk are also available on 
SUEC807 (7 in., 13s. 24d.). 
With the exception of the March from 
Prokofiev’s Love for Three Oranges, these 
pieces are rather on the long side for 
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encores. David Oistrakh usually chooses 
short and pithy encores for his public 
recitals, but evidently on disc he and his 
excellent partner, Vladimir Yampolski, are 
more generous. This bouquet of Hungarian, 
Polish, Czech, Bulgarian and Russian items 
is imbued with an unusual fragrance, for I 
doubt whether many people have a ready 
acquaintance with the music of Pancho 
Vladigeroff (b. 1899) or with the little- 
known but charming dances from the 
village of Kall6, by Zoltan Kodaly. Suk’s 
Love Song is an early work, but has a 
certain sensuousness and beauty of line 
which Ojistrakh brings out to the full. 
Admirers of Oistrakh who are curious to 
discover how he deals with music of lesser 
import than the concertos—all thirty-five 
of them—that have made his name familiar 
to concert audiences, would do well to 
explore the minor excellencies of this 
record. The performances are splendid, 
though the recording is a little on the hard 
side, and does not quite convey the limpid 
beauty of Oistrakh’s tone in the more lyrical 
passages. D.S. 


ELMAN ENCORES. Slavonic Fantasia 
(Dvorak-Kreisler) ; Song without 
Words, Op. 62, No. 1—May Breezes 
(Mendelssohn-Kreisler) ; Cubanaise 
(Miller) ; Liebesleid (Kreisler) ; 
Tango (Elman); Airs tsiganes 
(Espéjo) ; Canto amoroso (Sammar- 
tini-Elman) ; Chanson polonaise— 
Mazurka (Wieniawski) ; From San 
Domingo (Benjamin); From My 
Homeland, No. 2 (Smetana). Mischa 


Elman (violin), Joseph Seiger 
(piano). Decca LXT5304 (12 in., 
39s. 114d.). 


Elman, who made his London début over 
fifty years ago, still plays with charm and 
elegance, even though his tone lacks some- 
thing of its early sensuousness, and his 
double-stopping (especially, though oddly, 
in his own Tango) sounds rather more 
laboured than it should. In this batch of 
pieces, where the encore wags the concert, 
so to speak, Elman and Seiger combine 
war-horses and novelties in captivating 
manner, doing justice to both categories 
and introducing this reviewer to a couple 
of unfamiliar numbers. 

I was charmed by the exotic From San 
Domingo, by Arthur Benjamin, with its 
echoes of guitars and popular songs. 
Charles Miller’s Cubanaise is also new to me, 
and its vivacious rhythms and sonorous 
middle section are most appealing. It is 
pleasant to contrast well-written modern 
pieces such as these with a real old-timer 
like Wieniawski’s Mazurka, which still wears 
well though it conjures up the typical salon 
idiom of the last century. Perhaps the item 
that most listeners will fall for is Elman’s 
arrangement of the so-called Canto Amoroso 
by Sammartini, an encore which Elman 
has made peculiarly his own. The record- 
ing is excellent, apart from an occasionally 
unsatisfactory piano tone. 





RECORD PRICES — FURTHER 
INCREASES. SEE PAGE 124. 
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CHORAL AND SONG 


BRAHMS. Die Trauernde: Die 
Schwalbe ziehet fort : Feinslicb-. 
chen : Schwesterlein ; In stiller 
Nacht : Vergebliches Standcherx. 

CORNELIUS. Christmas Songs, Op. 8: 
Christbaum ; Die Hirten; Die Kénige; 
Simeon ; Christus der Kinderfreund ; 
Christkind. Irmgard Seefried (sop- 
rano). Erik Werba (piano). D.G.G. 
DG16077 (10 in., 30s. 11d.). 

One of Irmgard Seefried’s very best 
records, especially the Cornelius side. One 
of these Christmas songs, Die Kénige, has. 
become well-known in this country through 
its inclusion in the Oxford Book of Carols 
(where the accompaniment, the chorale 
** Wie leuchtet ’’, is arranged for chorus). 
All of them are tenderly beautiful, and sung 
—sung out !—in clear, fresh, beautiful tones. 
The Brahms songs and folksongs, too, find 
Mme Seefried in full voice. All that she 
lacks is Schumann’s, or Gerhardt’s, genius. 
for completing a performance—so that, for 
example, in Vergebliches Standchen, we see the 
suitor standing out in the cold and the 
mocking girl calling down; so that, in 
Schwesterlein, a sudden thrill strikes us in the 
final stanzas. That marvellous song, In 
stiller Nacht, is the least complete, for the 
tone is not varied in response to the beautiful 
words. The sleeve prints an _ English 
translation of the poems, which is better 
than nothing; but it would have been 
better still to use as well the inside of the 
D.G.G. extra flap (as was done in the 
Orpheus set) and so make room for the 
German original too. Both the voice and 
Erik Werba’s excellent accompaniment are 


very well recorded. A.P. 
LASSUS. Missa VIII toni ad imita- 


tionem moduli “Puisque j'ai 
perdu”. Eight Motets : Tristis est 
anima mea; Justorum animae; Venite 
ad me omnes; Miserere mei, Domine; 
Domine _ convertere; Improperium 
expectavit; Super flumina Babylonis; 
Tui sunt coeli. Aachen Cathedral 
Choir conducted by Theodor B. 
Rehmann. D.G.G. Archive APM 
14071 (12 in., 41s. 9d.). 

This is a valuable disc in so far as it 
represents Lassus by eight of his finest 
motets and a four-part Mass which has long 
been known to choirs through the publica- 
tions of Haberl and Proske. It is usually 
acknowledged that Lassus is at his best in 
the generally concise, self-contained form 
of the motet: his Masses (of which fifty- 
three are extant) show him in a less favour- 
able light. Perhaps this opinion will change 


_ when Lassus has as many Masses recorded 


as Haydn has symphonies. 

My previous impressions of Aachen 
Cathedral Choir are confirmed by the 
present disc. The boys have a good, clear 
tone, but they spoil it by sliding, rather 
than striding between intervals. The men 
have a somewhat woolly tone, whose lack 
of definition almost certainly derives from a 
rather too individual outlook on problems 
of intonation. The words “Credo in 
unum Deum” are a good example of this 
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unfortunate failing. Polyphony of the 
golden age can never be crystal-clear until 
the individual voice-parts are purged of 
excessive vibrato. But there is a feature of 
this disc which I find even more irritating 
than the lack of clarity: its incredible 
insistence on a heavily accentuated four-in- 
a-bar rhythm. It would, of course, be wrong 
to emasculate polyphony by the removal of 
all accent, but on the other hand a non- 
fluid accent is even worse, since it destroys 
the very essence of Lassus’s subtle melodic 
lines. This failing is unfortunately common 
to many German choirs. 

Thus the pathos of Tristis est anima mea 
and Super flumina Babylonis suffers as much 
as does the splendour of Justorum animae 
and Tui sunt coeli. The latter motet is an 
Offertory (Nativity ; Mass of the Day) and 
is to be found in Vol. XXI of the works of 
Lassus: these facts are omitted from the 
index-card. The Mass Puisque j’ai perdu was 
one of a set of eighteen published by Le Roy 
and Ballard in 1577. It may well have been 
composed a decade before, since the song 
from which the Mass takes its name was 
well known by the late 1530’s. Its author 
was Jean’ Leleu, alias Lupi, and it first 
appeared in a book of chansons issued by 
Attaingnant in 1536._Lassus uses the theme 
of the chanson in the bass of the Kyrie, the 
soprano of Christe, as well as in succeeding 
parts of the work, where its appearance is 
mostly a matter of brief quotation. There 
are numerous and typically strong sections 
in powerful homophony: “‘et exspecto 
resurrectionem mortuorum’’, at the end 
of the Credo, is particularly striking. It 
couid have been even more so if the 
engineering of the disc had been more 
carefully carried out. The sound, to my 
ears, is quite unlike the interior of a 
cathedral. When properly balanced and 
recorded, the effect of a choir in a large 
building is one of the most thrilling of all 
musical experiences. In this instance, we 
are not thrilled. 


RATHGEBER : SEYFERT. Eleven 
Lieder from “Ohren-vergniigendes 
und Gemiith-ergétzendes Tafel- 
confect” : Amor vincit omnia; Die 
gute und bése Ehe; Die Beschwer- 
lichkeiten des Ehestandes; Quodli- 
beticum—Der Liebhaber des Gelds/des 
Weins/des Frauenzimmers ; Modicum, 
ein wenig; Quodlibeticum—Wir haben 
drey Katzen; 3 Ratsel; Von der 
edlen Music. (der hat vergeben) ; Von 
den Weibsbildern; Von allerhand 
Nasen ; Quodlibeticum—Rauch und 
Schnupf-Taback. Margot Guil- 
leaume (sopfano), Lotte Wolf- 
Matthaus (contralto), Bernhard 
Michaelis (tenor), Horst Giinter 
(baritone), Hans-Olaf Hudemann 
(bass), Ilse Brix-Meinert and Rose- 
marie Lahrs_ (baroque violins), 
Josef Ulsamer (viola da gamba). 
Directed from the harpsichord by 
Willy Spilling. D.G.G. Archive 
APM14066 (12 in., 41s. 9d.). 

“An ear-satisfying and _heart-rejoicing 
Table-confection . . . selected and presented 
by a right well meaning Amateur for 
pleasant pass-time and the alleviation of the 
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melancholic humour ”’, as the absurd title 
might (rather literally) be translated, 
appeared in four parts between 1733 and 
1746 ; from its place of publication it is 
usually known briefly as “ the Augsburg 
Tafelconfect’. The authors’ names are not 
indicated on the title-pages, but certain 
letters are in capitals where lower case 
might be expected ; working on the very 
probable assumption that these are initials, 
German musicologists have ascribed the 
first three volumes to Hans Valentin 
Rathgeber and the fourth to Johann Caspar 
Seyfert. It would take someone with a very 
intimate knowledge of eighteenth-century 
German song to challenge the ascription, 
and I think we can safely take Rathgeber’s 
and Seyfert’s authorship as proved. 
Rathgeber (1682-1750) was a Benedictine 
of the monastery of Banz, a fairly prolific 
composer of church music ; between 1729 
and 1738 he appears to have spent a pro- 
tracted leave of absence from his monastery 
in visiting the principal centres of southern 
Germany, and it was during this period that 
the first three parts of the Tafelconfect 
appeared. Seyfert (1697-1767), by the time 
the fourth part came to be published, had 
been established in Augsburg for three years 
as cantor and musical director of the 
Evangelical choir. But in spite of the 
ecclesiastical connections of both its authors 
the general tone of the Tafelconfect songs is 
secular, not to say earthy. Many of them 
Show the influence of that hearty, hard- 
drinking, irreverent tradition of student- 
songs that stretches from the Carmina 
Burana to the present day. All the old 
familiar jokes are there—noses, Jews, hen- 
pecked husbands—together with a mass of 
others that are cheerful without being 
deliberately comic. There’s nothing very 
distinguished about either words or music, 
but the whole collection makes up a 
fascinating epitome of German middle- 


. brow taste at this period. And that means, 


of course, the period of Bach. To get the 
measure of Bach’s real stature I can think 
of no better exercise than to play through a 
couple of these songs and follow it up with 
one of his solo cantatas. 

The selection of songs on this disc gives a 
reasonably accurate picture of the Tafel- 
confect. Some are charming, some (though 
heavily cut) are dull. It might have been a 
good idea to include the bass song “‘Salvete 
hospites”” from the second part, if only 
because it introduces the folk-song “Kraut 
und Riiben’”, which Bach uses in _ his 
quodlibet in the Goldberg Variations. The 
Tafelconfect is in general so far removed 
from genius that even the most tenuous 
connections with it can afford to be stressed. 

Performance and recording are both very 
good, though at times Horst Giinter makes 
rather heavy weather of his solos. Margot 
Guilleaume shows once again how much at 
home she is in eighteenth-century music. 
The accompaniments, some of which 
involve two-violin ritornelli of a kind that was 
really very old-fashioned by 1740, are 
sensitive and lively. My only real complaint 
is that D.G.G. still give us no information 
about the music on the sleeve. Rathgeber 
and Seyfert are not the most familiar of 
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composers to an English public, and the 
facts about them are not very accessible. 
The interested reader will find some in the 
introduction to Hans Joachim Moser’s 
complete edition of the Tafelconfect, pub- 
lished as Vol. 19 of Das Erbe Deutscher Musik, 
Mainz, 1942—always assuming he can 
locate a copy. J.N. 
SCHUBERT. Serenade in F major, 
Op. 135 (D.921). Diana Eustrati 
(contralto). Berlin Motet Choir 
conducted by Fritz Lehmann. 
Michael Raucheisen (piano). Quar- 
tettsatz in C minor, Op. Posth. 
(D.703). Koeckert Quartet. D.G.G. 
EPL30241 (7 in., 16s. 84d.). 

Hitherto each of these works has only 
been available as a fill-up; the Serenade 
(in this same performance) was used by 
D.G.G. as one of the oddments on the fourth 
side of their admirable complete recording 
of the Rosamunde music, while the isolated 
quartet-movement in C minor was in- 
separably linked with full-scale quartets by 
Schubert and Beethoven in less than satis- 
factory recordings. Now D.G.G., using 
extended play in the way it should be used, 
have given them to us in this sensible 
format; as each is a work that every 
Schubert-lover must admire and as both 
performances are very good the result is a 
thoroughly satisfactory coupling. . 

The Koeckert Quartet seem on this 
occasion to have shed the slight stodginess 
that has marred some of their previous 
recordings, and they give us a reading of 
the Quartettsatz that is almost lithe; it 
certainly makes us wish that Schubert had 
at least completed the slow movements 
which he began so promisingly. The 
Serenade is pure moonshine of the most 
haunting kind, with the chorus echoing the 
contralto’s phrases above the simplest of 
piano accompaniments. The recording on 
this side is rather low in volume, but apart 
from that is very good. Altogether highly 
recommended. J.N. 


OPERATIC 


D’ALBERT. Tiefland: Symphonic Pre- 
lude ; Pedro’s farewell to the hills ; 
Marta’s scena; Wolf narration ; 
Sebastiano’s dance song. Annelies 
Kupper (soprano), Wolfgang Wind- 
gassen (tenor), Hermann Uhde 
(baritone), Kurt Béhme (bass), 
Bavarian Radio Chorus, Munich 
Philharmonic Orchestra conducted 
by Artur Rother. D.G.G. DG17002 
(10 in., 30s. 11d.). 

Tiefland (The Lowlands) and Die toten 
Augen (The sightless eyes) have held the 
stage in Germany and Austria for half a 
century. They are very good operas, 
specially the former which has a strong, 
rustic dramatic story (not quite unlike a 
Catalan version of Cav.). Outside Germany 
the work has never prospered much, I 
cannot think why, for the music is highly 
effective. D’Albert was born, as it happens, 
in Glasgow! Why does Tiefland not feature 
in the Edinburgh Festival ? This ten inch 
LP is most welcome ; and I hope it starts a 
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demand for a revival, not done here since 
1910, I suspect, when Beecham with 
Maggie Teyte, John Coates, Frederick 
Austin and others gave it in English. 

This disc, it should be understood, is in 
no way a potpouri: it is simply some— 
and not necessarily even the most import- 
ant—scenes or solos in playing order. The 
last one, for instance, is the Dance song in 
which Sebastiano commands his estranged 
mistress Marta to perform (“‘ Hill in die 
Mantille ”) which in its dramatic context is 
as important as the tarantella in Ibsen’s 
The Doll’s House but is deliberately ‘‘ ordin- 
ary”? sounding and so, more or less 
meaningless, out of context. However Uhde 
sings it well. 

The first side opens with the attractive 
symphonic prelude—all horn calls and the 
surging sounds rising from a wild valley ; 
the stage shows a rocky slope high up in the 
Pyrenees, with the shepherd’s refuge where 
Pedro does his solitary stint: a most 
attractive piece of scene setting. Next 
Pedro, off to the lowlands to seek a wife, 
bids these mountains farewell, a fine tenor 
arioso which Windgassen sings attractively 
and which the excellent recording sets off 
well. It really sounds ‘‘ out of doors ” 
Then the scene where Marta alone reflects 
that she is nothing less than the shattel 
of the bullying Sebastiano. The scene, very 
quietly and beautifully sung by Annalies 
Kupper (without wobble), ends in an appeal 
to the Blessed Virgin. 

The obverse, side 2, contains the dance 
mentioned above, and also the most 
instantly attractive number in the score, 
where the tenor Pedro tells Marta how he 
won a dollar (Thaler) from Sebastiano for 
having killed a wolf (“‘ Wolfserzahlung ”’). 
But the most sizeable piece is Marta’s 
confession to old Tommasso (Kurt B6hme) : 
it is the story of her pauper childhood 
“Ich weiss nicht wer mein Vater war ”’ 
This is an agitated and highly effective 
narration and the wonder is that dramatic 
sopranos the world over are not always 
clamouring to perform it. Fraulein Kupper 
is again excellent, “ acting ” its downcast 
anxieties beautifully. A pity they couldn’t 
find room for the fierce duet which preceeds 
the fight to the death of the two rivals for 
Marta’s love. For anyone wishing to break 
new operatic ground, this is well worth 
investigating. P. H.-W. 


BELLINI. La Sonnambula. 
Count Rudolf Cesare Siepi (bass) 
Teresa 
Anna Maria Anelli (mezzo-sop.) 
Amina Lina Pagliughi (sop.) 
Elvino Ferruccio Tagliavini (tenor) 
Lisa Wanda Ruggeri (sop.) 
Alessio Pier Luigi Latinucci (bass) 
A Notary Armando Benzi (tenor) 
Orchestra Sinfonica e Coro di 
Torino della  Radiotelevisione 
Italiana conducted by Franco 
Capuana. Chorus Master: G. 
Mogliotti. Cetra LPC1240 (three 
12 in., £8 12s. 6d.). 
It seems very well worth while to issue 
the whole of this sweet old opera. Bellini’s 
melodious rum-tum and his lovely, flowing 
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elegaic line are so perfectly suited to this 
story (whereas in the ultimate tragic 
moments of Norma some people feel the 
composer’s methods are a little too naive, 
not that I am with them in that). Page after 
page of this delightful old score turns in its 
reward ; and even if Mme. Pagliughi is a 
fraction below her best here and there, even 
a little passée-sounding, I say here and now 
that her sweet, blithe and tuneful singing 
of this role seems to me much more what 
Bellini must have had in mind than much 
that Mme Callas gives us as the heroines 
of Norma and If Puritani. 

It only seems a pity that one or two 
blemishes could not have been corrected ; 
e.g. a gasp for air at one point in the other- 
wise beautiful “Ah non credea” (issued 
recently on a 7-inch and not then sounding 
so well as it does here in its context) or the 
wretchedly bumpy trill which defaces the 
last few seconds of “Ah non giunge” 
otherwise very creditably managed. (Is 
not * Ah non credea.. . ”’ perhaps Bellini’s 
masterpiece ? What a wonderful aria- 
duet !) 

In the early stages of the opera Mme. 
Pagliughi sings delightfully, almost in the 
same class as Toti dal Monte or Galli- 
Curci. “‘ Come per me sereno ”’ is particu- 
larly charming. On side two occurs the 
duet “‘ Prendi l’anel ti dono’’, the tenor part 
of which, most tenderly and beautifully 
spun out by Tagliavini, has also seen the 
light independently. It is lovely singing 
and if the tenor does not always match up 
ideally to a role originally destined for 
Rubini, it is difficult to think of anyone but 
Schipa who could give so good an account 
of it generally. Where in grief he puts on 
pressure, one hears a little lack of reserve, 
but generally the voice is _ beautifully 
** floated ”? and measured. So, apart from 
a too energetic climax to act one, ** Questo 
pianto del mio cor” and an occasional 
slight sharpening on a held note, Taglia- 
vini’s performance as Elvino gives pretty 
steady satisfaction. 


What is more, these voices blend. In the 
duet part of “‘ Prendi |’ anel ” no less than 
in the sweetly sentimental ‘‘ Son geloso del 
zeffro”’, they sing together deliciously. 
Mme Pagliughi is again excellent in the 
aria “Ah perche non posso odiarti”’ 
weaving a vocal line which never blurts or 
overloads, though it is amply expressive in 
its gentle, mewing way. 

The rest of the cast is very much the best 
that Italian repertory is likely to offer. 
Maestro Capuana knows all about it. 
Loyal Teresa sings pleasantly. In his big 
aria “‘ Ti ravviso” Siepi seems to me—if 
not the perfect bel canto bass for the 


occasion, at least nearer the mark than either - 


Rossi-Lemeni or Arié who have also made 
the former aria quite recently. 


Such limpid music is not difficult to 
record and the standard achieved here 
stands amid the highest which the Cetra 
company has yet given us. 

How then shall I finally word a recom- 
mendation ? Purists must be warned that 
this does not represent the best that their 
memories will furnish of the art of pure bel 
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canto; and there are tiresome litile 
blemishes. But in a large way, it seems to 
me a very charming account—if you «re 
not too pernickety—of a most appealing 
old favourite, and by no means poorly 
recorded either. P. H.-W. 


DONIZETTI. The Daughter of the 
Regiment. 
Maria Lina Pagliughi (sop.) 
Marchesa di Berckenfield 
Rina Coris (mezzo-sop.) 
) 


Tonio Cesare Valletti (ten. 
Sulpizio Sesto Bruscantini (bass) 
Ortensio Eraldo Coda (bass) 


Orchestra and Chorus of the 
Italian Radio and _ Television, 
Milan, conducted by Mario Rossi, 
Chorus Master: Roberto Benaglio. 
Cetra N1213 (two 12 in., £5.15s.). 

I greatly enjoyed this issue, which is not 
the last word in hi-fi recording but—being 
mostly limpid music—sounds quite 
pleasantly most of the time, apart from a 
few shifts of level and dead resonances, 
I have enjoyed it much more than some of 
the better-known (or more-pretentious 
Donizetti productions—e.g. the Decca 
Favorita). I do not know why an opera 
which was so long in public favour has so 
completely been put in the shade by 
Elisir or Don Pasquale. It seems to me no 
less rich in sweet tunes and ear-tickling 
ensembles than those justly admired master- 
works. The role so much loved by Jenny 
Lind, Sontag, Pauline Lucca, Patti and 
Tetrazzini is unlikely, on the face of it, to 
be unrewarding and though Dal Monte 
and Pons made something of it in the last 
quarter century, it was not here in England 
that they triumphed. If then it is virtually 
unknown to you, you may be sure that it 
is not at all a second best affair. 

Lina Pagliughi is in very good form 
indeed ;_ better, I think, -than in the 
recent La Sonnambula; which is slightly 
more testing, of course—Bellini asking for 
a “line”? which more exposed than in 
such beautiful numbers as ‘‘ Convien 
partir’ at the end of the first half of this 
opera. Mme Pagliughi sings that aria 
most affectingly with little mewing and 
hiccuping effects which are exactly in 
order and most winning. On the other 
hand where the vivandiére high spirits are 
called for, she comes across with immense 
verve and more sparkle than I have heard 
from her for a long time. Her first song 
explaining why she is the Grenadiers’ 
mascot “Apparvi a la luce” (so like 
Offenbach in places) is not quite the best 
imaginable—the trill is lazy, the notes 
tuned a little uncertainly, but the lilt 1s 
there and her “ acting ” with Bruscantini 
is most spirited. No less so the regimental 
mascot’s love songs with Carlo Valletti, 
who is perfectly at home in this role (not 
a very rewarding one as it happens, 
making La Figlia very much a “ soprano 
opera ” as against L’Elisir with its “ Una 
furtiva lagrima’’). The stern aunt is 
excellently characterised by Rina Corsi 
and the confusions and denouements of the 
last act have great spirit. Marie’s change of 
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PHILIPS |2 (SBL) Favour 


DEBUSSY RECITAL 


Deux Arabesques; La fille aux 

cheveux de lin (Preludes Book DI; 
Poissons d’Or (Images Set 2); 

La plus que lente (Valse); 

Les fees sont d’exquises danseuses 
(Preludes Book 2); 

General Lavine—eccentric 

(Preludes Book 2) 

La cathedrale engloutie (Preludes Book 1); 
La peurta del vino (Preludes Book 2); 


cm) Mey ee 2 Pagodes (Estampes) ; 
DEBUSSY — * La soiree dans Grenade (Estampes) ; 


a : a. | S a sous 2 


HAM KHEMKEMAMNS . her SBL 5200 




























HAYDN 


Symphony No. 92 in G Major (‘‘Oxford’’) 
WILLEM VAN OTTERLOO conducting 
THE HAGUE PHILHARMONIC ORCHESTRA 


MOZART 


Symphony No. 35 in D major K.385 
(“‘Haffner’’) March in D major. 
K.249 (for the Haffner family) 
FRITZ LEHMANN conducting 

THE BERLIN PHILHARMONIC ORCHESTRA 


SBL 5201 
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Mai TCHAIKOVSKY 


Symphony No. 5 in E minor, Op. 64 Symphony No. 6 in F (“‘Pastoral’’) Piano Concerto No. 2in B flat major, Op. 83 
DIMITRI MITROPOULOS conducting GEORGE SZELL conduc THE ALEXANDER UNINSKY (PIANO) 
THE PHILHARMONIC-SYMPHONY ORCHESTRA PHILHARMONIC-SYMPHONY ORCHESTRA WILLEM VAN OTTERLOO conducting 
OF NEW YORE OF NEW YORK THE HAGUE PHILHARMONIC ORCHESTRA 
SBL 5205 SBL 5206 SBL 5208 
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Here is the initial release of this exciting new series featuring your favourite music by the 
world’s greatest artists and produced with PHILIPS renowned quality. Each record comes to 
you in a specially designed multi-coloured sleeve, striking a new sensational standard 

of cover design in harmony with a sensational new standard of record value! 


MASSENET 


SCENES PITTORESQUES 
SCENES ALSACIENNES 

JEAN FOURNET conducting 

THE LAMOUREUX ORCHESTRA (Paris 


SBL 5202 





BACH 


Fantasia and poy in G minor 
r on the G String 
Prelude and Daas in C _—e 


Ach, Gott von Himmel sieh darein 
Fugue in G minor 

Fantasia and Fugue in C minor 
Come, Swect Death 

EUGENE ORMANDY conducting 

THE PHILADELPHIA ORCHESTRA 


SBL 5207 
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DELIBES 

Ballet Suites: SYLVIA, COPPBLIA 
JEAN FOURNET conducting 

THE LAMOUREUX ORCHESTRA (Paris) 


GOUNOD 


FAUST BALLET 
JEAN FOURNET conducting 
THE ORCHESTRA OF THE PARIS OPERA 


SBL 5203 
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SCHUBERT “UMP iniSHeO™ SYMPHONY 
BEETHOVEN soe : 
Symphony No. 5 in C minor Op. 67 *s ‘ 
SCHUBERT 


symphony No.8 = a minor (‘‘Unfinished’’) 
SZELL conducting 
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A TWILIGHT CONCERT | 
ROSSINI — Overture: wiLLIAM TELL | = Bei, 
MENDELSSOHN — Scherzo from = se = Le 
A MIDSUMMER NIGHT’S DREAM in — : 3 
LISZT — nuNnGARIAN RHAPSODY NO. 2 


TCHAIKOVSKY — watrz from Serenade 
for Strings, Op. 48 
NONE BUT THE LONELY HEART 
BIZET — raranDoLe from ) } i acon 
L’Arlesienne Suite No. 2 eee ae em hee 


DEBUSSY— Clair de Lune (Suite Bergamasque) ee : ce 
RACHMANINOV — 1st Movement egdoawe 2 ARIA THINS — 


(Moderato) from PIANO CONCERTO NO, 2 in “Ny 
C minor Op. 18. 

ARTUR RODZINSKI conducting 

THE COLUMBIA SYMPHONY ORCHESTRA : 
MARTHA LIPTON, MeZzZO-soprano : oe Neat ot ¥* 
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LEONARD PENNARIO, (PIANO.) : Ce al OF SAGAN > 
SBL 5204 en = ee 
DOHNANY! 
Variations on a Nursery Song 
RACHMANINOV 


Rhapsody on a Theme of Paganini 
ABBEY SIMON (PIANO) 

WILLEM VAN OTTERLOO conducting 
THE HAGUE PHILHARMONIC ORCHESTRA 


SBL 5210 
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OPERA-complete recordings on PHILIPS 





DEBUSSY—PELLEAS ET MELISANDE MOZART—DON GIOVANNI 
J. Micheau/M. Roux/C. Maurane S. Jurinac/G. Sciutti/G. London/L. Weber 
The Lamoureux Orchestra The Vienna Symphony Orchestra 
conducted by Jean Fournet *ABL 3076/7/8 conducted by Paul Moralt *ABL 3069/70/71 


BASTIEN & BASTIENNE 
I. Hollweg/W. Kmentt/W. Berry 


DONIZETTI-—DON PASQUALE The Vienna Symphony Orchestra 
R. Capecchi/G. Valdengo/B. Rizzoli conducted by John Pritchard ABL 3010 
The San Carlo Opera 
conducted by Molinari-Pradelli *ABL 3140/1 LA FINTA SEMPLICE 
G. Maran/D. Siebert/A. Pernerstorfer 
The Salzburg Mozarteum Orchestra 
conducted by Bernhard Paumgartner *ABL 3106/7 
GOUNOD—FAUST 
E. Conley/C. Siepi/E. Steber/F. Guarrera 
The Metropolitan Opera Chorus & = 
Orchestra conducted by Fausto Cleva — *ABL 3096/7/8 PROKOFIEV—LOVE OF THREE ORANGES 
L. Koroshetz/Y. Lipuschek/B. Stritar 
The Slovenian National Opera Orchestra & 
Chorus conducted by Bogo Leskovich *ABL 3160/1 
JANACEK—HOUSE OF THE DEAD 
Holland Festivai Recording 
Soloists, Chorus; & Orchestra of The RICHARD STRAUSS—SALOME 
Netherlands Opera 
conducted by Alexander Krannhals *ABL 3119/20 ee Szemere/G. von Milinkovic/ 
The Vienna Symphony Orchestra 
conducted by Rudolf Moralt ABL 3003/4 
LEONCAVALLO--! PAGLIACCI 
R. Tucker/L. Amara/G. Valdengo 
The Metropolitan Opera Chorus & STRAVINSKY—OEDIPUS REX 
Orchestra conducted by Fausto Cleva ABL 3041/2 P. Pears/M. Modl/H. Rehfuss/O von Rohr 
The Cologne Radio Symphony Orchestra & 
Chorus conducted by Igor Stravinsky ABL 3054 
MASCAGNI—CAVALLERIA RUSTICANA RAKES PROGRESS , 
M. Harshaw/R. Tucker/F. Guarrera H. Gueden/B. Thebom/E. Conley/M. Harre 
The Metropolitan Opera Chorus & The Metropolitan Opera Chorus & Orchestra 
Orchestra conducted by Fausto Cleva ABR 4000/1 conducted by Igor Stravinsky *ABL 3066/6/7 


* In Presentation Bor 
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PHILIPS [Extended Play Recordings 





THE ROYAL PHILHARMONIC ORCHESTRA conducted by Sir Thomas Beecham, Bart. 


ABE 10020 The Trojans (Berlioz) Prelude and March 
ABE 10016 Overture—Le Corsaire, Op. 21 (Berlioz) 


Gotterdammerung (Wagner) 
Act 3 Siegfried’s Funeral March 








PINZA SINGS MOZART 


ABE 10015 Volume 1. Don Giovanni—“‘Madamina’”’ (Act 1) 
Marriage of Figaro—‘‘Se vuol Ballare”’ (Act 1) 
*“‘Aprite un po’ ”’ (Act 4) 


ABE 10018 Volume 2. ‘“‘Mentre ti lascio, O Figlia” K.513 
Il Seraglio—‘‘Ah che voglio”’ (Act 3) 
The Magic Flute—‘‘Qui sdegno non s’accende”’ (Act 2) 
(In diesen Heilgen Hallen) 
Ezio Pinza (Bass) The Metropolitan Opera Orchestra of New York conducted by Bruno Waiter. 








THE PHILHARMONIC SYMPHONY ORCHESTRA OF NEW YORK a ati 
conducted by Dimitri Mitropoulos. 


ABE 10011 ~= Prince Igor—(Borodin) ABE 10096 Overture—The Hebrides 
Polovtsian Dances . (‘““Fingal’s Cave’’) 
(Mendelssohn) 
ABE 10008 Danse Macabre, Op. 40 Overture—Ruy Blas 
(Saint-Saens) ‘ (Mendelssohn) 
Le Rouet d’Omphale, Op. 32 ABE 16005 Dances from “The Three- 


e 
(Saint-Saens) Cornered Hat’’ (Falla) - 








E. POWER BIGGS (ORGAN) 


ABE 10007 Toccata & Fugue in D Minor (J. S. Bach) 
Fugue in G Minor (“‘Little’’) (J. S. Bach) 
NBE 11030 Toccata (from Symphony No.5) (Widor) 


Finale (from Symphony No. 1) (Vierne) 
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Philips Electrical Limited, Gramophone Records Division, Stanhope House, Stanhope Place, London, W.2. 


Philips are world-renowned makers of Radiograms, Record Players and Record Playing Equipment incorporating the world-famous ‘Featherweight’ Pick-up. 
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**Vivace’’... with life...so vital toa musical 
performance. An ordinary record played on 
the Super Black Box becomes a thrilling 
musical experience ... springing to life with 
all the feeling and beauty of the original 
performance. The Super Black Box gives 
a standard of performance unequalled by 
any other table record player (for the 
technical this means only 0.5% distortion at 
8 watts output). Ask your Pye dealer for 
a demonstration. 
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mood from despondency to joy when she 
hears the grenadiers come back draws 
from this sometimes rather unspirited 
singer a delightful burst of brilliant tone. 
Side 4, though not without its recording 
blemishes probably gives the richest yield 
of Donizetti gems—and might be sampled 
first by anyone in doubt: there are dazzling 
pages here one after the other. P.H.-W. 


DVORAK. Rusalka. 
The Prince Beno Blachut (tenor) 
The Princess Marie Podvalova (sop.) 
Rusalka Lida Cervinkova (sop.) 
The Water-Gnome 
Eduard Haken (bass) 


The Witch Marta Krasova (alto) 
The Gamekeeper Jiri Joran (tenor) 
The Turnspit 


Ludmila Hanzalikova (sop.) 
The Wood Sprites Marie Tauberova 
Miloslava Fidlerova (sop.) 
Vera Krilova (sop.) 
The Hunter Premyslkoci (bar.) 
Prague National Theatre Chorus 
and Orchestra conducted by Jaroslav 
Krombholc. Chorus Master: Jarmil 
Burghauser. Supraphon SLPV94-7 
(four 12 in., 158s. 6d.). 

The success of Kate and the Devil, the 
opera “‘ with a real democratic appeal” 
that he had long wished to write, set 
Dvorak, early in 1900, impatiently searching 
for a new libretto. The one he found had 
already been refused by three composers, 
including his son-in-law, Josef Suk. It was 
Rusalka, a variation of the Undine legend, 
with additions from other sources, by 
Jaroslav Kvapil, a young poet and drama- 
tist who had been too shy to approach 
Dvorak. The composer’s enthusiasm for 
this poetic libretto—a work of art in its 
own right—was so great that he completed 
the score between May 19th and November 
27th, 1900. The first performance took 
place at Prague on March 3lst of the 
following year and the opera at once 
became, and has remained, not only a 
huge popular success but second only to 
Smetana’s The Bartered Bride in the affections 
of the Czech public. It is sad that Dvorak 
(whose next opera, Armida, was a failure) 
did not live to see Rusalka gaining a large 
measure of success abroad. But for the war 
it would have been given by the Prague 
National Opera Company in 1938. As 
it is, neither this nor any other of the 
composer’s operas has yet received profes- 
sional performance on the stage in this 
country. In May, 1954, a concert perform- 
ance cf Rusalka was given as one of four 
commemoration concerts in honour of the 
composer, with the roles of gamekeeper and 
cook’s boy omitted. 

In Rusalka the man who declared that 
his teachers had been “‘ the birds, flowers, 
trees, God, and myself” found a perfect 
vehicle for the expression of his love for 
nature and a libretto that offered him 
abundant opportunities to exploit his rich 
vein of lyricism. 

He is much happier in his treatment of 
the supe:natural than of the human beings 
in the opera: and there is, I think, no 
question that the music for the Princess— 
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and for the Prince in association with her— 
in Act 2 is conventional compared with that 
in the rest of the opera. Dramatically, also, 
this act is not convincing. For Rusalka, 
the Water-Gnome, the Witch, the Elves and 
Wood Sprites, Dvorak invented lovely, 
characteristic music: and as it happens 
that Act 2 is wholly contained on sides 4-5 
(SLPV97) it is possible to get the other 
two acts complete on the remaining three 
discs and take the second act as read. 
This drastic procedure is made all the more 
desirable because Marie Podvalova, who 
sings the part of the Princess, is—as may 
be remembered from the Supraphon 
recording of Smetana’s Dalibor—afflicted 
with a disastrous wobble that makes 
listening to her painful. 

I am bound to say that the three solo 
soprano Wood Sprites cannot be acquitted 
of this fault, nor Eduard Haken’s Water- 
Gnome. He has a good conception of the 
part but is incapable of keeping his tone 
steady on sustained notes, a fact which 
becomes most obvious in the cries for 
revenge in the last act, a fine dramatic 
passage, but is never concealed for long. 


Among the secondary characters the best 
is Marta Krdsova’s Witch. She is suitably 


malevolent and effectively contemptuous of 


Rusalka’s yearning for a human lover, 
giving good warning of the outcome if her 
advice is not followed. Jiri Joran, though 
far too loudly recorded, makes a good job 
of the Gamekeeper and Pfemyslkoci 
sings his small part of the Hunter very 
agreeably, but it was foolish to cast Ludmila 
Hanzalikova’s mature voice for the travesti 
part of the Cook’s boy (here called 
Turnspit). 

Lida Cervinkova, in the difficult part of 
Rusalka, sings with steadier tone than most 
Czech sopranos we hear on records, but is 
apt to get shrill above the stave: and she is 
unable to fill out her soaring phrases 
tonally in, for example, the two lovely 
arias in Act | (the second of which Joan 
Hammond recorded on H.M.V. DB21451) 
and in the big dramatic aria in the last act. 
But there are many touching moments in 
her performance and she easily gains the 
listener’s sympathy. The really distinguished 
performance is, needless to say, that of Beno 
Blachut as the Prince: this is obvious from 
the moment he begins to sing in the first 
act, just before Rusalka, in human guise, 
emerges from the Witch’s hut. This 
fine artist shapes his phrases with an 
artistry rare among tenors, uses plenty of 
light and shade, and makes a really credible 
figure of the Prince who, in lesser hands, 
can be a wooden sort of character. 


The chorus are lively and excellent, 
especially underwater in the last act, and 
the orchestral playing, though variably 
recorded, is generally good, and always 
sensitive in the lovely music given to 
Rusalka in this imaginative and sometimes 
harmonically remarkable score. 

I wish the set had been better engineered. 
Surface noise, on my review copies is, in 
quiet passages, obtrusive! and Side 5 has 
a perceptible tape hum. The manufacturers 
have also made the centre hole of the discs 
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too small to fit the spindle on the turntable— 
at least on hy machine which is, I suppose, 
the standard size. The result of widening 
the holes was, in one case, disastrous, as it 
resulted in turning the disc into a swinger ! 


This is a set, therefore, with a number of 
drawbacks but one that should certainly 
be heard for its merits. A useful booklet 
is provided with short essays by Dvorak’s 
chief biographer Dr. Otakar Sourek and 
the librettist Jaroslav Kvapil. There 
follows a literal English translation of the 
libretto by Daphne Rushbridge in rhymed 
verse which conceals its poetic quality but 
conveys the general sense. 


GLUCK. Orpheus and Eurydice. 
Dietrich Fischer-Dieskau (baritone), 
Maria Stader (soprano), Rita Streich 
(soprano), RIAS Kammerchor, Ber- 
liner Motettenchor, Radio Sym- 
phony Orchestra of Berlin con- 
ducted by Ferenc Fricsay. D.G.G. 
DGM18343-4 (two 12 in., 83s. 6d.). 

When Gluck’s Orfeo ed Euridice was first 
produced at Vienna, in 1762, the Orpheus 
was sung by Gaetana Guadagni, a castrato 
alto whose voice had the grandeur and 
nobility demanded by the composer. In the 

Paris version of twelve years later, the part, 

among other important changes, was given 

to a tenor, thus disturbing the key relation- 
ships by reason of the change in pitch, and 
also the emotional tone. As Martin Cooper 


_Says in his book on the composer, “ by its 


necessary exclusion of the sexual-emotional 
quality which forms the chief attraction of 
vocal music to the majority of people, the 
castrato’s voice became, at least potentially, 
the instrument of a higher form of artistic 
expression . . . Orpheus is not simply a 
husband sobbing on his wife’s grave: had 
he been no more than that, the change 
from contralto to tenor would have been 
unquestionably an improvement. But he is 
a symbol, like all symbols imprecise, of the 
artist and of the power of music able to 
conquer death but conquered in turn by 
human passion.”” Though the key-relation- 
ships are not disturbed the assumption of 
the part by a baritone lays him open to the 
implicit criticism made above. The great 
contraltos I have heard in Orfeo have 
maintained a classical poise and restraint 
that has rendered their performances deeply 
satisfying. 

Fine artist as we know him to be, Fischer- 
Dieskau shows himself vocally and artistically 
unsuited to this role. His lowest notes are 
toneless, and in the scene with the Furies 
he is ill at ease in the florid passages of the 
section beginning “ Deh placatevi con 
me’’. (The opera, mainly in the French 
version, is sung in German and as it is not 
easy to catch the words I give Italian 
references.) The singer imparts too much 
*‘ expression ”’, with sundry ritardandos or 
sforzandos, into his vocal line, which is the 
opposite of the classical style required ; and, 
all else apart, the pace at which the section 
mentioned above is taken robs it of its 
appeal. The Furies would quickly have 
despatched this hasty and un-magical 
Orpheus. The sforzandos are obtrusive in 
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the last four bars of the succeeding brief 
aria “‘ Mille pene ’’. Fischer-Dieskau, need- 
less to say, sings with the utmost sincerity 
and often with beauty of tone and the right 
kind of expressiveness, as in “*‘ Che puro 
ciel’ (or most of it) and “ Che faro ?”’, 
which is taken at the right sounding tempo. 
His best moment comes in the adagie of the 
recitative immediately following “ Che 
faro ? ’’, which is really moving. 

Maria Stader is as little successful in going 
beautifully and evenly up the scale in the 
aria with chorus, “‘E quest’ asilo ameno 
e€ grato”’, as are most Euridice’s. Vocal 
production should be impeccable in the 
Elysian Fields, but she improves as the 
opera proceeds, and Rita Streich—who was 
Amor in the now deleted Nixa issue of the 
work—-sings prettily. The chorus is good. 

The acoustic is that of a large, resonant 
and empty hall, which does not make for 
clarity—the Overture sounds very con- 
fused—but the orchestral playing seems to 
be of good quality, though I do not find 
Fricsay at his best here. The opening scenes, 
up to the entrance of Amor, move sluggishly. 
There should be a word of praise for the 
flute and oboe soloists, in spite of a tendency 
to flatness on the part of the former in the 
wonderful slow movement foilowing on the 
one known as “ The dance of the blessed 
spirits ’’, itself well played. 

This review is almost entirely, | am 
sorry to say, a chapter of complaints and 
the last of them will be about the balance, 
which brings the voices too far forward. 
This fault, mentioned with monotonous 
insistence by reviewers, should not be 
allowed to happen any more. Engineers, I 
have found, are reasonable people and 
always ready to accept suggestions that are 
practical. It is the job of whoever is in 
charge of a session to attend to such matters 
as these and it makes nonsense to talk about 
progress in recording technique and yet 
have this profoundly irritating fault repeated 
again and again. Anyone who loves this 
opera, even in German, will presumably 
take steps to hear these discs and form his 
own judgment. This may, for one reason 
or another, differ greatly from mine, but I 
could not recommend anvone to buy these 
discs without hearing them. The sleeves 
contain an English translation of the 
libretto. 


GRANADOS. Goyescas. 


Rosario Consuelo Rubio (sop.) 
Fernando Gines Torrano (tenor) 
Paquiro Manuel Ausensi (bar.) 
Pepa Ana Maria Iriarte (sop.) 


The Madrid Singers, The National 
Orchestra of Spain conducted by 
Ataulfo Argenta. Decca LXT5338 
(12 in., 39s. 114d.). 

Though the suite of piano pieces entitled 
Goyescas has been recorded often enough, 
this is the first appearance on disc of the 
short opera which Granados based upon 
it: it was produced at the Met. in 1916 
(in a double bill with Pagliacci, of all 
things), and it was on the journey back to 
Europe afterwards that the composer and 
his wife perished when their ship was 
torpedoed. Something of the “ made- 
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over” feeling clings to the work, and 
despite Granados’s previous experience of 
opera (he had written six stage works 
before this) it cannot be claimed that there 
is much drama here. The story—a slight 
one, ingeniously fitted by the librettist to 
the existing music—treats of Spanish 
preoccupation with the touchy code of 
honra, and concerns a fatal quarrel set in a 
baile de candil in the Madrid of Goya’s day ; 
but the atmosphere and the music are of 
more importance than the plot. The music 
has great charm and beauty, but it is all 
very fully scored, and one is conscious 
throughout that it is really entirely self- 
sufficient without the addition of any 
words—not that the dialogue is particularly 
dramatic, in any case. 

Argenta secures from his forces a com- 
petent, if not very sensitive, performance. 
The two women—Consuelo Rubio as the 
aristocrat and Ana Maria Iriarte as the 
manola—are well contrasted; but the 
former is too intent on showing off her 
voice (a good one) in her big solo scene 
(The Lover and the Nightingale), capturing 
none of the melancholy magic which made 
Victoria de los Angeles’ disc of this scene 
so affecting. Manuel Ausensi makes a 
virile-sounding torero, but the tenor sounds 
too plebeian for an officer of high quality, 
and tthe chorus sings full-bloodedly but 
stify, without much grace of phrasing. 
Some of the _ inflexibility noticeable 
particularly in the first scene must be 
debited against the conductor, who, one 
would think, might have made more of 
the opportunity of breaking fresh ground 
by offering the world a truly poetic 
performance of his fellow-countryman’s 
work. L.S. 


MOZART. Don Giovanni. Recit.: 
“One moment”. Aria: “Pray allow 
me”. Die Entfiihrung aus dem 
Serail. Aria: “‘When a maiden takes 
your fancy”. Le Nozze di Figaro. 
Aria: ‘“‘Now for vengeance”. Owen 
Brannigan (bass), Royal Philhar- 
monic Orchestra conducted by 
Walter Siisskind. H.M.V. 7EP7043 
(7 in., 12s. 104d.). 

There must surely be room for pleasant 
little records like this, and I hope it is not 
necessary for me to start measuring the 
performances of this well-liked Sadler’s 
Wells bass against Pinza, or Kunz. 
Sadler’s Wells, but also Glyndebourne, 
for whom Mr. Brannigan sang Dr. Bartolo 
in the 1947 Edinburgh production of 
Figaro. Wm sure Ferenc Fricsay, the 
conductor on that occasion, did not allow 
the Vengeance Aria to be taken quite so 
slowly and heavily—the marking, after all, 


is allegro con spirito. The 3/4 section of the 


Leporello’s Catalogue Aria, too, marked 
andante con moto, has far too little mote 
about it. By adopting these speeds, Mr. 
Brannigan produces a slightly laboured 
effect that does not do him justice. Other- 
wise he comes out very well. The rich, 
rounded bass, with plenty of flavour in it, 
strikes the notes truly, the phrases are well 
shaped, and the delivery of the words is 
beautifully clear and full of point. 
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England’s words for The Seraglio, Professur 
Dent’s for Don Giovanni and Figaio. 
“*Ma’am”’, that useful little translaty:’s 
filler for an extra syllable, is rather too 
much in evidence. Dr. Bartolo’s “ Il fatto 
é serio ”’ becomes “ I swear I will, ma’am ”’ ; 
Leporello’s ‘‘osservate”’ is rendered as 
“take a seat, ma’am”. And _ surely 
Professor Dent adds too generous a gloss 
when he turns the catalogue into a useful 
reference book: ‘“‘Let me draw your 
attention/To this long list and names and 
addresses *’ (my italics). Why not a starring 


system too ? A.P. 
PUCCINI. Madame Butterfly—concise 
version. 
Madame Butterfly 


Clara Petrella (sop.) 
Suzuki Mafalda Masini (mezzo-sop.) 
Lt. Pinkerton 
Ferruccio Tagliavini (ten.) 
Sharpless Giuseppe Taddei (bar.) 
Symphony Orchestra of the Italian 
Radio and Television, Turin, and 
the Cetra Chorus conducted by 
Angelo Questa. Cetra LPC55016 
(12 in., 57s. 6d.). 
(Excerpts include: ‘“‘ Amore o  grillo”, 
Butterfly’s entrance, ‘‘ Viene la sera” 
and Love Duet, “‘ Un bel di vedremo”, 
“Una nave de guerra”, Humming 
Chorus, “* Addio fiorito asil”’, “‘ Tu, tu, 
piccolo iddio ’”’ and Death Scene.) 
“Concise version’. What a delicate 
way of saying “‘ chunks from”! Actually 
the selection is even more generous than 
you might suppose from the above; for 
instance, the whole of the Flower duet 
which follows the sighting of the Abraham 
Lincoln is included. Where the music is 
brought to an arbitrary stop the fresh 
start is usually well planned so as not to 
give offence. 
The level of recording is unusually low: 
I had to put the volume right up to get 
the expected Puccini binge ; and even so 
it is very much short of a hi-fi account of 
the famous score, so much better recorded 
qua recording by H.M.V. and Columbia 
(if not by Decca too). But it is not 
“soupy ” and variations of clearness are 
not too obtrusive to spoil one’s enjoyment 
of idiomatic and well managed singing. 
This cast would certainly draw a full 
house. Tagliavini is an_ ingratiating 
Pinkerton, and even where he_ tends 
towards a sort of crooner’s portamento, he 
is always a pleasant singer to follow. 
Taddei’s few contributions are excellent 
and the Suzuki is of good quality. Clara 
Petrella—still singing, I heard her recently 
as Charlotte at the Scala—is known over 
here best for her Nedda, opposite Del 
Monaco in the Decca Pag. She has the 
good qualities and some of the defects of 
the modern Italian type of “‘ lirico spinto ”. 
She has “‘ go”’ and passion which are very 
important and she hits her high notes with 
fast - ringing quality (squillante) which 
Italians expect in a Puccini heroine. Her 
Entrance is brought off with real splendour 
and elsewhere I found her an authentically 
Italian Butterfly, if not always a very 
imaginative or subtle actress. 
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The conductor, Angelo Questa, gets 


excellent results from soloists, chorus and 
orchestra. Intrinsically then, these Butterfly 
excerpts are good value—for their date: 


which is not quite modern. But intending 
purchasers must ask themselves compara- 
tive questions before taking the plunge ; 
and the comparative lack of volume will, 
I expect, put off quite a few fanciers. 
P.H.-W. 


MOZART. Concert Aria: Mentre ti 
lascio, O figlia, K.513: Il Seraglio: 
Ah! che voglio (Act 3). The Magic 
Flute: Qui sdengo non s’accende 
(Act 2). Ezio Pinza (bass), Metro- 
politan Opera Orchestra conducted 
by Bruno Walter. Philips ABE10018 
(7 in., 15s. 34d.). 

This is the second 7-inch issue of souvenirs 
of the late Ezio Pinza to be issued. This 
noble and impressive artist earned our 
thanks when he lent his fine singing style 
to Mozart (he had made his name as a 
Verdian bass-baritone). He then went over 
to musical comedy and sang in such things 
as South Pacific. D.S.-T. (vide last month) 
derived pleasure from the first issue. ‘These 
offerings show that he never lost a certain 
grandeur of style, but frankly, if one may 
speak so of the recently departed, they do 
not represent Pinza as I like to remember 
him and as he can still be heard on his older 
records and the reissues of the Golden Age 
series. Some of the elastic has gone from the 
voice; it is no longer so surely on the breath 
or under such fine tonal nuance. The end of 
aria K.513, though he sounds so near, shows 
him below par, even as a Mozartian stylist. 

The reverse side offers something more 
valuable ; two Italian versions of arias we 
now hear nearly always growled by German 
basses, or at least sung in German (the 
original language, true). The rapid and 
jovial bass song for the 
splendid drive and solid, beautifully voiced, 
deep held notes. Sarastro’s ‘‘In diesen 
heiligen Hallen”? sounds much easier to 
phrase in Italian. The singer is. too close 
to the microphone and there is no special 
sense of occasion about the delivery of the 
noble aria but still it is evidently singing 
from a great school. Discreet accom- 


paniments. P. H.-W. 
STRAUSS, R. Elektra. 
Elektra Anny Konetzni (sop.) 
Klytemnestra Martha Médl (sop.) 
Chrysothemis Daniza Ilitsch (sop.) 
Oreste Hans Braun (bar.) 
Aegisthus Franz Klarwein (ten.) 


Orchestra Stabile e Coro del 
Maggio Musicale Fiorentino con- 
ducted by Dimitri Mitropoulos. 
Cetra LPC1209 (two 12 in., 115s.). 
‘There is nothing on the labels of these 
discs to indicate that they were made at a 
performance of the opera at, I imagine, the 
Teatro della Pergola and, of course, during 
the May Festival: but perhaps the sleeve 
note will give the details and the date, 
which cannot be not later than 1950, as the 
issue is mentioned in WERM Supplement 
of April 1950-June 1951. 
It is, of course, soon obvious from stage 
noises that the recording is of a performance, 


Osmin has’ 
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and that means moments of confused 
sound or almost complete inaudibility to 
offset the gain in verisimilitude. Thus in 
Elektra’s great invocation to Agamemnon 
in the opening scene there are six bars 
(between figures 38-39, 49-50) when the 
singer cannot be heard, nor does one ever 
hear clearly the voices of the serving maids 
emerging from the house after the murder 
of Aegisthus, but only that of Chrysothemis, 
who is down stage. Strauss’ direction 
includes the words “ now and again the 
Shouts of the chorus, ‘ Orestes’, emerge 
clearly ”’. 
of which would greatly matter if the 
performance was really a fine one: as it is 
they are an added irritation. 

Two things, and those important ones, 
can be highly praised: first of all, Mitro- 
poulos’s handling of the wonderful score, 
nervously exciting, often sensitive, in spite 
of rather poor brass, and not outstandingly 
good playing. In the recognition scene the 
tubas and trombones are oddly toneless, 
and the conductor fails to convey the terrible 
excitement of Elektra in the passage for 
’cellos and double basses when Orestes 
leaves her to carry out his gruesome task of 
murdering Klytemnestra and Aegisthus. 
For that we must go to Beecham’s splendid 
performance on H.M.V. DB9393-6, and 
also for the frenzied exaltation of Elektra’s 
dance of triumph. Mitropoulos makes this 
too square in rhythm, and it is also damped 
down in the recording. The latter, in the 
main, favours the orchestra, rather than the 
singers; the reverse, in fact, of what 
happens in the recording of the two scenes 
recorded by D.G.G., and reviewed very 
favourably by L.S. in the February, 1957, 
number of THe Gramopuone (D.G.G. 
DGM19083). 

The second thing to be praised is an 
excellent performance by Martha Médl as 
Klytemnestra. Her rich lower register is 
useful here and she is always within the 


mezzo-soprano range. Elisabeth H6ngen, . 


in the D.G.G. recording, is even more 
inside the skin of the character, and her 
ejaculations of “ah” (not in the score) 
are peculiarly effective in conveying the 
deeply troubled nature of the diseased 
woman, but Mddl sings the part better, 
besides characterising it well. 

Chrysothemis is sung by an artist with a 
very odd German accent. The conductor 
hurries her unduly through her long E flat 
solo passage in the earlier part of the opera 
and she sounds often shrill and breathless. 
At no time is she quite happy at the top of 
her voice and she fails to erase memories of 
Wellitsch in this part. Hans Braun is 
adequate as Orestes, but not so good as 
Ferdinand Frantz in the D.G.G. recording. 
Franz Klarwein barks rather than sings as 
Aegisthus. The third and fourth serving 
maids are in need of vocal rehabilitation, 
but the fifth one, who is loyal to Electra, 
gives a lovely performance. Their names 
are not given in the cast. I come now, with 
reluctance, to Anny Konetzni’s Elektra, 
because it gives me no pleasure to say that 
an artist who has done much good work in 
the past is simply not equal to this 
tremendous part. This becomes evident at 


There are other instances, none’ 


107 


once in the Agamemnon Monologue in 
which, having apparently no top C, the 
Singer transposes the note down an octave, 
as again in the great outburst at the end 
of the dialogue with Klytemnestra! Miss 
Konetzni is unable to keep firm melodic 
lines, scoops up to her available top notes, 
and only too often cannot sustain them for 
anything like the required length. Her 
middle notes are good, but the lower ones 
toneless—here and in all other ways 
Christel Goltz is infinitely superior on the 
D.G.G. disc—and her conception of the 
part is conventional. 


Vocal inadequacy comes near to disaster 
in the great recognition scene, and little of 
the poignant tenderness is there. At the 
end of the opera the singer sounds absolutely 
exhausted and merely makes a feint at the 
high A sharp. 

I found it impossible, therefore, to join in 
the hearty applause recorded at the end of 
the opera. It is a great pity that D.G.G. 
did not record the whole work: but at 
least we have a worthy performance of two 
great scenes by the artists concerned 
and those, lucky enough to have the 
Beecham recording, will possess a really fine 
account of the last part of the opera. Let 
me, however, again praise the conductor’s 
part on the Cetra disc and Martha Médl’s 
excellent performance. A.R. 


STRAUSS, R. Der Rosenkavalier : 
** So schnell hat sie ihn gar so lieb”’ ; 
** Hab’ mir’s gelobt—Ist ein Traum. 
Tiana Lemnitz (soprano), Elfride 
Trétschel (soprano), Georgine von 
Milinkovic(contralto).Wiirttemberg 
State Orchestra, Stuttgart con- 
ducted by Ferdinand Leitner. 
D.G.G. EPL30141 (7 in., 16s. 84d.). 

This little record, a beauty, has been 
taken from a complete recording of the 
last scene of the opera, made a few years 
ago on a 12-inch LP issued in Germany. 
One result is that you get not merely 
“concert ” versions of the Trio and the 
lovers’ duet “‘ Ist ein Traum ”’ but all the 
atmospheric placing of these set pieces, 
even the important little re-entry the 
Marschallin leaning on the arm of Faninal 
(unnamed) and her resigned “Ja, ja”. 
The record takes in Mahomet’s little 
pattering appearance at the last moment 
too. 

The recording is of the very deep kind 
favoured by this firm; made, one would 
say, in a large hall with a stone floor 
rather than the inn room or Stube where 
the opera is actually set at this moment. 
Myself I greatly prefer it to a dry or 
wooden resonance and even if it seems to 
help the singers “‘ unfairly ’’, is that really 
a disadvantage ? 

The playing and singing are of a high 
order and unless you are an ultra-loyalist 
you will probably have to admit that this 
account of the delicious scene is in no way 
inferior to the Lehmann - Schumann - 
Olszewska account of the 1933 H.M.V. 
recording. ‘The Sophie (Trétschel) holds 
her high notes beautifully still and gleam- 
ing; Georgine von Milinkovic sounds 
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surer and more in character than I have 
ever been lucky enough to hear her in 
person and as for Tiana Lemnitz, her part 
in the trio sounds as beautiful as anything 
she ever sang in the 1930’s. We tend in 
England (where she has not sung since the 
war) to think of her as a pre-war artist and 
certainly her early Polydor records as 
Agathe in Der Freischiitz were unmatch- 
able ; but this issue shows that as little 
as ten years ago she was still singing like 
an angel. If for no other reason (and 
there are in fact plenty) I should want to 
add this record to my collection. P.H.-W. 


ANDERS OPERATIC RECITAL. Die 
Entfuhrung aus dem Serail: ‘Hier 
soll ich denn sehen”; ‘‘Konstanze! 
O wie Angstlich”; ‘‘Im Mohrenland 
gefangen war” (Mozart). Don Gio- 
vanni: “Nur ihrem Frieden”’; “‘Folget 
der Heissgeliebten” (Mozart). Die 
Zauberfléte: “Dies Bildnis ist bezau- 
bernd schén” (Mozart). Undine: 
““Vater, Mutter, Schwestern, Briider”’ 
(Lortzing). Die lustigen Weiber von 
Windsor: “Horch, die Lerche singt 
im Hain” (Nicolai). Zar und 
Zimmermann: ‘“Lebe wohl, mein 
flandrisch’ Madchen” (Lortzing). 
Sadko: Song of the Indian Guest 
(Rimsky-Korsakov). Der Rosen- 
kavalier: “Di rigori armati” (R. 
Strauss). Der Freichiitz: “Durch, 


die Walder, durch die Auen” (Weber). 
Martha: ‘Ach, so fromm”’ (Flotow). 
Peter Anders (tenor), Orchestra of 


the Deutsche Opernhaus, Berlin, 
conducted by Hans Schmidt- 
Isserstedt and Johannes Schiiler. 
Telefunken LGX66066 (12 in., 39s. 
114d.). 

The death of Peter Anders in a traffic 
accident cut off a likeable tenor in mid 
career. This is a posthumous tribute and 
a worthy memorial to a singer who should, 
I think, be judged against his German 
background rather than in an international 
context: to which the fact that such items 
as the song of the Hindu guest and Don 
Ottavio’s two arias are sung in German is 
what one would only expect them to be 
for a home market. Actually the tenor 
sings the Rimsky aria very prettily, without 
any of that rather uncomfortable striving 
for a ringing quality which disfigures some 
of the other items. He is a reasonably 
musical Mozart singer though characterisa- 
tion does not seem to have been his strong 
point, to judge from these samples. The 
Magic Flute one seems to me the best, but 
I do not frankly much care for Mozart 
sung with this kind of production. If you 
could liken Tagliavini’s voice at all times 
to a ping-pong ball sitting on the top of a 
jet of water, Herr Anders’ production might 
(visually) suggest the strong man at some 
such fair ground who hoists and holds 
aloft a mighty weight. The suggestion of 
effort, in other words, is a part of the show. 

I like best of the non-Mozart choices 
Max’s lilting aria from the opening scene 
of Der Freischiitz, which is done both 
idiomatically and engagingly. Charming 
too is the Martha—by German standards 
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—and the love song for Fenton in Nicolai’s 
Merry Wives is far more pleasingly done 
than in the recent D.G.G. excerpts from 
that opera. The same applies to the plum 
from Zar und Zimmerman ; the song being 
the French ambassador’s “special”. In 
the Rosenkavalier excerpt which is_ the 
Italian Singer’s contribution to the 
Marschallin’s levée, the copy sent me for 
review gives out strange waverings of pitch 
which I found no way of correcting. ‘They 
were bad enough to make this otherwise 
attractive band almost unplayable. 

All in all, however, this is a souvenir of a 
popular German tenor who died untimely ; 
and a decent selection of his way with 
various pieces which could, in some cases, 
be bettered elsewhere in the catalogues 
but which in the Lortzing, Nicolai and 
Weber add something fairly distinctive and 
worth investigating. 

Apart from the lapse on side two afore- 
mentioned, the recording, if a little soupy, 
is serviceable enough. P.H.-W. 


ROBERTA PETERS RECITAL. The 
Barber of Seville: “‘ Una voce poco 
fa’’ (Rossini). Lucia di Lammer- 
moor: ‘Ii dolce suono ”—* Ardon 
gl’incensi ’—‘*‘ Spargi d’amaro pianto”’ 
(Donizetti). Rigoletto: “ Tutte le 
feste al tempio” (Verdi). Fra Diavolo : 
“Non temete, milord’”—‘“‘Or son sola”’ 
(Auber). Rigoletto: “ Caro Nome ” 
(Verdi). Lakmé: ‘ Ou va la jeune 
Hindoue ? ” (Delibes). Don 
Pasquale : “Quel guardo il cavaliere’’; 
—“so anch’io la virtu’§ magica” 
(Donizetti). Roberta Peters 
(soprano) with Andrea Mineo 
(baritone), Vincenzo’ Preziosa 
(bass) Rome Opera House 
Orchestra and Chorus conducted 
by Vincenzo Bellezza and Jonel 
Perlea. RCA RBI6018 (12 in., 
39s. 114d.). 

It was high time there was a Roberta 
Peters solo recital on the British lists. We 
have the pleasantest recollections of this 
pretty, sympathetic and agile leggiero at 
Covent Garden where—but only once— 
she appeared as the Bo Girl who came and 
went with Beecham and the Festival of 
Britain (1951). Her singing of ‘‘ I dreamt 
that I dwelt in marble halls’, with 
Beecham’s magical handling of the “ Yes, 
we have no bananas” middle section, 
simply stopped the performance, or rather 
would have done had not Beecham 
instantly granted an encore—the first I have 
heard at Covent Garden since the war. 

She is a most appealing singer; not 
another Tetrazzini perhaps, but with 
something of the astonishing alt of Mado 


Robin, minus that lady’s thinness of tone © 


at the top, and something of Hidle Gueden’s 
way of managing to suggest that even if the 
coloratura and gruppetti are not always 
absolutely perfect, that ihe intention is to 
please and not stupify! Her worst defects 
are a tendency to sing slightly sharp and 
to allow a sagging beat da la Callas to 
invade her high held notes. But against 
that how much that is deft, sweet, and 
graceful! Given a rhythmical genius like 
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Beecham to accompany and lead her, 
she would be even better—for instance in 
“Una voce ”’, which is blithe enough but 
just lacks that extra spurt of rhythr.ic 
élan which marks the irresistible once-for- 
all interpretation. 

However do not try her out with “ Una 
voce ”’ but rather with Zerlina’s undressing 
song from Fra Diavolo, which is a delightful 
addition to the catalogue and so much 
better sung than you be likely to hear it 
sung in France today. The “ Caro nome ” 
which follows is given full honours with 
chorus of courtiers and a named Marulo— 
so that it seems a pity that Miss Peters 
opts for the (to me always disappointing) 
end-variant which progresses up rather 
shaky trills to a final high E (instead of 
what Verdi wrote). But by and large it is 
a fairly stylish account of the lovely old 
scene and quite well charactersised. This 
is also true of the Mad Scene from Lucia 
which is given in full from the entrance, 
plus chorus and Bide the Bent’s inter- 
ventions. This is the best band of all, and 
the recital’s chief claim to your attention, 
for I think it the best now available, 
certainly better than that made by Mme 
Zeani in part last month. In the fast 
concluding section (which Mme Zeani did 
not record) Miss Peters is rather outshone 
by Mme Callas’s fabulous glissandi, but 
otherwise I rather prefer Miss Peters for 
something naive and girlish in the per- 
formance which seems to me in character. 
Of course it is open to doubt if that is the 
right manner, but as a bit of “‘ leggiero” 
singing (if not a great tragic concert), this 
strikes me as_ thoroughly _ beguiling. 
Strangely enough the least attractive band 
is the Bell Song, where Miss Peters misses 
catching all the haunting simplicity of the 
vocalise (so beautifully done by Galli- 
Curci). A pity, too, that she dashes so fast 
at the “ bell” gruppetti: is it in rivalry 
with Lily Pons who also sang them much 
too fast (to my idea) ? Still I like this Bell 
Song better than Mado Robin’s, sensational 
though that be. Norina’s aria is well done. 
All in all, a most successful gramophone 
debut with the British public. P.H.-W. 


TAGLIAVINI RECITAL. Marta 
(Flotow): ‘*‘ M’appari tutto amor” 
(a). Rigoletto (Verdi): ‘“‘ Questa 0 
quella”; “Ella mi fu rapita... 
Parmi veder ” ; ‘* La donna é mobile” 
(b). L’Arlesiana (Cilea): “E la 
solita storia” (c). Tosca (Puccini): 
**Recondita armonia”’; ‘“* E lucevan 
le stelle’? (c). Madama Butterfly 
(Puccini): ‘‘ Addio fiorito asil” (b). 
Un Ballo in Maschera (Verdi) : “ Di 
tu se fedele”; ‘Forse la _ soglia 
attinse”?; ‘“‘ La rivedrd nell’estasi” 
(b). Ferruccio Tagliavini (tenor), 
Orchestra Sinfonica di Torino 
della Radiotelevisione Italiana 
conducted by (a) F. Molinari 
Pradelli, (b) Angelo Questa, (c) 
Arturo Basile. Cetra LPC55013 
(12 in., 57s. 6d.). 

If the casting departments of the big— 
international gramophone companies ever 
get round to listening to this Cetra record, 
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Mendelssohn 
CONCERTO IN E MINOR 
FOR VIOLIN AND ORCHESTRA, OPUS 64; 
Bruch 
CONCERTO NO.1 IN G MINOR 
FOR VIOLIN AND ORCHESTRA, OPUS 26 
RUGGIERO RICCi 
with THE LONDON SYMPHONY ORCHESTRA 
conducted by 
PIERINO GAMBA 
LXT 5334 (Decca) 


Contemporary music for String Orchestra 


Martin PASSACAILLE 

Hindemith FIVE PIECES 

Berkeley SERENADE FOR STRINGS 
Barber ADAGIO FOR STRINGS, OPUS II 
THE STUTTGART CHAMBER ORCHESTRA 


conducted by 


KARL MUNCHINGER 
LXT 5153 (Decca) 


Elman Encores 
Dvorak|/Kreisler SLAVONIC FANT? [A 
Mendelssohn/Kreisler MAY BREE7 - 5 
Song without words Opus 62, » 


Miller COBANAISE 
Kreisler LIEBESLEID 
Elman TANGO 

Espejo AIRS TSIGANES 


Sammartini/ Elman CANTO AMOTF 3580 
Wieniawski CHANSON POLONAI!-E 
Benjamin FROM SAN DOMING( 
Smetana FROM MY HOMELAND. NO2 


MISCHA ELMAN with JOSEPH SE!GER 
LXT 5304 (Decca) 


Schumann 

CARNAVAL, OPUS 9; 
Franck 

PRELUDE, CHORALE AND FUGUE 
ARTUR RUBINSTEIN 

RB-16005 (RCA) 


















the superb new Decca AUTO-D ECCALIAN MODEL 88 


hi-fi record reproducer 


For quality of reproduction, design and appearance, there's 
nothing to touch this new Decca Auto-Deccalian. It incorporates 
« Garrard 4-speed auto-changer (which may be operated 
manually) for records of all sizes; HI-G turnover crystal pick-up; 
5-stage push-pull amplifier; separate bass and treble controls; 
two matched speakers. The cabinet is finished in blue and 
grey leather cloth and, as the legs are easily detached, it is 


readily portable. 


with legs 39ens without legs 37cns both tax paid 


Descriptive leaflet available from your dealer or direct from us 
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THE DECCA RECORD COMPAKY LTD 


DECCA TELEVISION 
RECEIVERS 


In the Decca range you will find television receivers 
of the same meticulous standard of perfection that has 
made Decca records and reproducers world famous. All 
the models have turret tuning for all BBC and ITA 
programmes. 


DECCA DM21/C 
21-inch tube, 3-station VHF-FM radio, walnut- 
finished cabinet with legs and ‘glide-away’ doors. 


119 GNS tax paid. 
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DECCA DM4/C 


(illustrated) 17-inch tube, 3-station 

VHF-EFM radio, cabinet in choice of 

five finishes with ‘glide-away’ doors. 

84 to 89 GNS according to finish. Tax paid. 


DECCA DM3/C 


17-inch tube, walnut-finished cabinet with detachable 
legs and shelf. 77 GNS tax paid. 


DECCA DM2/C 
14-inch tube, 3-station VHF-FM radio, walnut- 
finished cabinet. 69 GNS tax paid. 


The ‘glide-away’ doors fitted to the DM21/C 
and DM4/C are a unique Decca feature adding 
distinction to the appearance of the set when the 
screen 1s not in use. 


Descriptive leaflets of all Decca TV receivers are available from your 
dealer or direct from us. 
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I think they will regret that they have not 
been able to get Tagliavini to partner their 
own star prima donnas in their complete 
opera sets. For this recital disc is made of 
excerpts from Cetra complete recordings : 
many of these are weak in the soprano line, 
but strong in their tenor. It is difficult to 
think of any other tenor, except Bjérling, 
who would show up so well in a similarly 
constructed “‘ recital ”’. 

P.H.-W. has already reviewed several of 
the sets from which the new disc is made. 
This, while being subject to all the dis- 
advantages of the LP “ recital ”—I need 
hardly enumerate them again—shows us 
the Tagliavini of the last five years or so 
.s a very considerable singer. He can, 
in front of the wrong audience, perpetrate 
applause-catching vulgarities; he can 
also be a distinguished stylist, and shows 
himself to be one here. The voice is more 
powerful, more ringing, than on the early 
post-war Cetra 78s. It is still compact and 
lyrical, but on the Gigli side of Schipa, 
so to speak. Occasionally he still breaks 
into a croony, Tino Rossi-like head voice 
(Italian critics sometimes find him 
“‘ affected ’”? because of this). In “* Ella mi 
fu rapita’’, he slips into it for the lines 
“E dove ora sara ...’”’, and the break is 
too complete with the sterner timbre used 
in other passages ; the final notes of the 
aria are almost a whine. (“‘ Whine” is 
perhaps too strong, “‘croon” is nearer.) 
But while he once used to sing almost the 
whole of *‘ M’appari ” in this dulcet croon, 
now, with no loss of gentleness, he uses a 
fuller-bodied (not necessarily louder) tone. 


The highlight of the disc is the Lamento 
di Federico, ‘‘ E la solita storia ’’, which is 
_ as exquisite as his earlier Cetra 78 thereof 
(not to be confused with the less good 
H.M.V. version). But his Duke of Mantua 


is excellent too—at once airy and brave 


in ‘La donna é mobile”. The Cavara- 
dossi, as we know, is fine, and so are 
Riccardo’s two emotional utterances. The 
Barcarolle, however, ‘‘ Di tu se fedele”’, 
seems to find the tenor ploughing through 
choppy water, and biffing at some of the 
phrases. 

Because these pieces come from complete 
recordings, we hear the Sacristan in 
“ Recondita armonia”’, Sharpless in 
* Addio fiorito asil ’’, and, very effectively, 
the last line of the solita storia itself, as sung 
by the Innocent in his sleep. (At the end 
of ‘‘ Questa o quella ”, which goes straight 
into dance music, the engineer in fact 
“* comes out ”’ less deftly than did the B.B.C. 
studio manager when I used this extract 
in a broadcast recently.) In “‘ Larivedro ” 
we have Oscar, Sam and Tom and all the 
rest. This closes the recital. The pieces 
are not arranged by operas. The record- 
ing, as we should expect, shows slightly 
differing acoustics from piece to piece, 
but is on the whole very good—though 
in “E lucevan”? we could have done 
with more orchestra. A.P. 





POPULAR RECORD 
CATALOGUE - JULY, 1957, 
EDITION NOW AVAILABLE. 
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POETRY AND DICTION 


DAUDET.  L’Arlesienne. 
Music by Bizet. 
Rose Mamai 
La Renaude 
Balthazar 
Frederi 
Francet Mamai 


Patron Marc 
Mitifio 


Incidental 


Mary Marquet 
Berthe Bovy 
Maurice Chambreuil 
Hubert Noel 
Pierre Larquey 
Fernand Sardou 
Robert Vidalin 
L’Innocent Jacques Bernard 
Vivette Bernadette Lange 
Chorus and Orchestra conducted by 
Albert Wolff. Presentation by Max 
de Rieux. Decca LXT5229-30 (two 
12 in., 79s. 11d.). 


Daudet’s provencal family drama has its 
own place in French theatre history. Out- 
side France it is merely recalled as having 
inspired some of Bizet’s most charming and 
infectious music, though this, in proportion 
to the spoken text, is the merest colouring, 
permeating one scene with nostalgia and 
another with sounds of village revels as a 
background to a scene of jealousy. It is 
interesting to speculate what might have 
been its operatic history, if Gounod had 
taken this story instead of Mireille or if 
Charpentier had had this intractable pair 
(a widow and an uncle) instead of Louise’s 
parents, for his “musical novel’. As it is, 
only the Italian Cilea made anything of it 
for the opera stage. The maid of Arles 
never appears. She has infatuated young 
Fréderi, an unstable youth (but not, like his 
brother, a wanderwit). When the mother 
hears that the maid of Arles is a bad lot 
and forbids the match, Fréderi jumps out of 
the loft window. 


The performance is excellent. Mary 
Marquet brings to the unhappy mother 
something of the passion which in other 
circumstances Sara Allgood brought to 
“Juno”. Two very distinguished veterans, 
Mme Bovy and Chambreuil, contribute 
character parts delicately: the famous 
adagietto accompanies their old sweethearts’ 
colloquy. 

The set of four sides is beautifully 
recorded (it won the grand prix of the 
French record academy in 1955) and, as I 
said, the acting is vivid. But the appeal of 
the set, clearly, is limited. For, although the 
play has a large dimension, it is not really a 
classic, in the sense that Le Misanthrope 
might be a work to keep on your shelf. The 
piece which failed in 1872—the critics com- 
plaining that it lacked action or develop- 
ment—caught on in a revival fourteen years 
later. The style is naturalistic melodrama, 
rare or only just coming into fashion at the 
time. One might find parallels in the Irish 
theatre. P.H.-W. 


ELIOT. Four Quartets: Burnt Norton: 
East’ Coker: The Dry Salvages: 
Little Gidding. Read by T. S. Eliot, 
O.M. H.M.V.- CLPI115 (12 in., 
35s. 10d.). 

Speaight (5/53) (10/56) RG11 
Reviewing Robert Speaight’s reading of 
these strangely luminous and “ inward ” 

poems, I went into the question of why I 
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thought the gramophone could do such a 
wonderful service to the cause of poetry. 
One would have to be a very close student 
of Eliot to read them to oneself with such 
understanding and meaning as Mr. Speaight. 
But incontestably, there is something about 
a poet reading his own poetry which no 
actor, however exceptionally qualified for 
the role of substitute, can quite rival. Mr. 
Eliot’s voice is flat and monotonous by 
comparison ; yet one cannot stop listening 
and after a few times the tone seems the 
inevitable, the right one. However, opinions 
may differ. Put shortly: Mr. Speaight’s 
English is the more beautiful (and the 
slightly less well recorded) ; Mr. Eliot’s is 
the ex-patriate American poet himself, and 
if I may put it so, “ the horse’s mouth ”’. 
For newcomers I suggest Mr. Speaight (for 
this voice appeals): by the dyed-in-the- 
wool Eliot flock, the shepherd himself will 
be preferred. P.H.-W. 


CLASSICAL REISSUES 


The most interesting reissues this month, 
at least as far as I am concerned, are from 
the Czech firm of Supraphon, whose discs 
have not been obtainable in recent months. 
Janacek’s Slavonic (or ‘‘ Glagolitic ”’) Mass, 
with the Brno Radio orchestra, soloists and 
chorus under Bietislav Bakala, originally 
came out in 1953 on two ten-inch discs, 
and is, of course, much cheaper in its new 
form on one twelve-inch (LPV251). The 
recording is not perfect, but the performance 
is sincere and intelligent, and, above all, 
this is tremendous music by a very great 
composer, music full of energy and beauty 
and originality ; it is like no other church 
music known to me, and I enjoyed it 
enormously. Also from Supraphon is 
Dvorak’s Sixth Symphony in D, Op. 60, 
the one we used to call the first (and many 
of us still do). This, too, is most beautiful 
music, and I cannot understand why it 
should be less popular than the ‘“* New 
World”. It receives a superlative per- 
formance on LPV216 from Karel Sejna and 
the Czech Philharmonic, and the transfer 
is well above Supraphon’s previous level. 
Perhaps if our orchestras could play this 
work with the sensitive authenticity of this 
performance, it would be as popular as the 
“New World ”. I do not remember 
hearing the counter themes of the furiant 
movement so clearly balanced in this 
country. 

Another superlative disc is that of 
Haydn’s ‘* Oxford ’”? Symphony played by 
Krips and the L.S.O. on Decca LW5293. 
Rather less successful is B6hm’s performance 
of Mozart’s No. 34, K.338, in C, with the 
Vienna Philharmonic. The serenely idyllic 
slow movement sounds expressionless at 
this fast speed. The other movements are 
nicely played, and it is a pleasure to hear 
the minuet (K.409) which Mozart is said 
to have composed for a later performance. 
Both these Decca recordings are excellent. 

Two piano discs complete this month’s 
instrumental ration; both are EPs from 
D.G.G. On EPL30213 Kempff plays 
Beethoven’s piano sonata “‘ Les Adieux ”, 
and as usual he is at his best when the 
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music is contemplative ; the slow move- 
ment could hardly be bettered. In the 
first and last there are occasional infelicities, 
and the piano tone seems a little thin and 
lacking in top, but on the whole this is a 
pleasing record. On EPL30127 Julian von 
Karolyi plays the four Chopin Impromptus, 
and this too is most enjoyable, and also very 
well recorded. The best known, the 
Fantaisie-[mpromptu in C sharp minor, is 
exquisitely played. I would however 
question the playing of No. 2 in F sharp 
major. Chopin indicated no tempi changes 
in this piece, and I would have thought 
the speed of the opening was dictated by 
that of the second subject and the leggiero 
passage in demi-semiquavers near the end. 
Karolyi, however, changes the tempo 
both frequently and violently, starting much 
too fast and quite losing the beauty of the 
opening tune, and then having to slow 
down almost to half speed for the second 
subject. 

As I listened to these impromptus, I 
became obsessed with the curious fact, 


noticed I suppose by many other people, - 


that most of the themes turn up in more 
than one piece. Thus there are similarities 
‘between the quick decorative themes that 
open I, III and IV, while the second 
subject of I is built out of a version of the 
opening of II followed by the second 
subject of IV (and by IV I mean the 
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Fantaisie-Impromptu). I would not suggest 
that there is any great significance in 
these likenesses. 


Not content with giving us the most bril- 
liant and best of Tchaikovsky First Piano Con- 
certos (Cherkassky with the Berlin Philhar- 
monic under Leopold Ludwig, reviewed 
May 1955), D.G.G. have now cut a new 
transfer of the recording. The original is so 
dazzling that I find it hard to detect any 
further improvement, but can just persuade 
myself that the sound is perhaps even better, 
particularly at the end of side 2. Unlike 
some very vivid recordings, this one seems 
easy to reproduce on almost any kind of 
equipment. The number, DGM18013, is 
unchanged. A.P. 


Karl Goldmark’s easy-going and unfail- 
ingly attractive Rustic Wedding Symphony 
(if Dvorak had written a From the Old World 
symphony surely it would have gone some- 
thing like this?) was until its recent 
deletion among the happiest of the Columbia 
records of Beecham and the Royal Philhar- 
monic. The same enchanting performance 
now reappears with a change of label on 
Philips NBL5041. The recording shows its 
age not at all, and would entitle this 
exceedingly welcome reissue to a place of 
honour among the best of today’s new 
releases. M.M. 





NIGHTS AT THE ROUND TABLE 


By W. A. 


** Romantic Orchestral Music”’ is the title 
of what seems to me an unrelated, though 
attractive, group of works played by the 
Orchestre Symphonique de la Radio- 
diffusion Belge under Franz André (Tele- 
funken LGX66069). The titles, in the “ order 
of going in”’ as vendors of cricket score cards 
have it, are Borodin, On the Steppes of Central 
Asia; Glazunov, Valse de Concert No. 1 in D 
major; Ponchielli, Dance of the Hours (“La 


Gioconda’’); Gounod, Waltz (“ Faust ’’) ; 
Delibes, Naila Waltz; Meyerbeer, Coronation 
March (“Le _ Prophéte’’); Mendelssohn, 


Wedding March (““ Midsummer Night’s Dream’’) 
and Liadov, The Enchanted Lake. 

All these have been recorded before, but any 
attempt to make detailed comparisons would be 
doomed to failure from the start because of the 
complications of couplings. Suffice it then that 
the performances are excellent, bright and 
-suave as occasion demands, and that the 
recording is both crisp and full-toned. A disc 
to recommend strongly to those who appreciate 
a tuneful and well varied ready-made concert. 
On the other hand two of the “‘ Waltzes of 
the Strauss Brothers” are first issues in LP 
form in this country. Johann II is represented 
‘by Where the Citrons bloom, Op. 364, One Thousand 
and One Nights, Op. 346 and Roses from the 
South, Op. 388, Josef by Secret Attractions, Op. 
173 and Music of the Spheres, Op. 235 and 
Eduard by Doctrines, Op. 79 (H.M.V. CLP1106). 
This is the first of Eduard’s compositions to 
‘be issued. The second newcomer is Josef’s 
Secret Attractions. Arthur Fiedler and the 
“Boston Promenade Orchestra do not lavish 
-on this music quite the affection of, say, a 
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Krips or a Krauss, but they do not play it in 
the regimented style of some American 
orchestras, and so those who would like to add 
the newcomers to their collections can buy this 
disc with confidence. The recording is good. 

I hope that both will understand and 
appreciate the comparison when I say that in 
his new record “ Mark Twain and other Folk 
Favourites ’’ Harry Belafonte, particularly on 
the second side, reminds me more than a little 
of the art of Richard Hayward. The latter 
usually sings traditional songs, but those sung 
by the former, which do not come down from 
the past, are in the same genre and both singers 
project their personalities through the loud- 
speaker with quite uncommon success. Both 
also have a fine sense of timing and of 
rhythm. 

At the outset Mr. Belafonte explains the 
origin of the Mississippi leadsman’s call of 
Mark Twain. It is this call from which the 
famous American author Samuel Clemens took 
his pseudonym. The song which gives the disc 
its name however is not the best of the twelve 
which it contains. I like best the amusing The 
Fox and The Drummer and the Cook, the dramatic 
Lord Randall, the sad Kalenda Rock and the very 
brief The Next Big River. But all are good in 
their very different ways and combine to make a 
most enjoyable recital (H.M.V. CLP1122). 

“The World’s Best-Loved Waltzes” on 
R.C.A. RD27015 contains some of the best 
playing of waltzes I have heard from an 
American orchestra. It is that of Morton 


- Gould. Here are waltzes of all kinds, not just 


those of Vienna. Starting with that from 
Tchaikovsky’s The Sleeping Beauty there follow 
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in turn, Roses from the South (Johann Strauss II), 
Valse Triste (Sibelius), Vienna Beauties (Ziectirer- 
Gould), Invitation to the Dance (Weber), Gold and 
Silver (Lehar), |tllage Swallows (Josef Strauss) 
and Fledermaus Waltzes (Johann Strauss II). 

Possibly the ultra-sensitive may be a little 
perturbed by one or two of the key changes 
when the record is played right through. but 
not many I fancy, and in any event there is no 
need to play it right through. I find the Sibelius 
a shade slow, but that is merely a matter of 
personal taste. The general style of playing is 
lush, but there are some agreeable and con- 
trasting piquancies. Mr. Gould has rearranged 
the Ziehrer waltz very elaborately, but I find it 
attractive and his lesser touchings-up of one or 
two of the others are slight and inoffensive, 
The hall in which the recording was made has a 
long reverberation period, but this does not 
result in muddiness as sometimes happens. 

My next two records are extracts in 45 EP 
form from previously issued Philips LPs. In 
December, 1954, T.H. was very enthusiastic 
about four Strauss waltzes played by the 
Vienna Symphony Orchestra under Salm- 
hofer on ten-inch NBR6008. NBE11040 now 
contains two of these— Wo die Zitronen Bluh’n by 
Johann II and Aguarellen by Josef—and I am 
equally enthusiastic. They are played con amore 
and the recording is excellent. NBE11055 
contains five movements from Les Sylphides by 
Ormandy and the Philadelphia Orchest 
about which I enthused in November, 1955 
(NBL5019). The extracts are Prelude, Op. 28, 
No. 2, Valse, Op. 70, No. 1, Mazurkas, Op. 67, 
No. 3, and Op. 33, No. 2, and Nocturne, Op. 33, 
No. 2. They sound equally well in their new 
form as they did originally. 

The Capitol record taken from the sound 
track of the film of Bernard Shaw’s Saint Joan 
and the music of which was written by Mischa 
Spoliansky and is played by an unnamed 
orchestra under his direction (LCT6134) does 
not bear the “ F.D.S.”’ accolade. Why I do 
not know, for it is an admirable recording, 
made over here for the American film studios. 
I am not very attracted by the music alone, 
without any supporting action, and it seems 
over-long, but this may well be my misfortune. 
coe solo is played by Dr. H. Thalben- 


A brace of very useful 10-inch 78s come from 
H.M.V. They contain instrumental accompani- 
ments to a baker’s dozen of “‘ Nursery Rhymes” 
played by a small orchestra conducted by 
Alan Barlow, who also made the arrange- 
ments. They are perfect for home and primary 
school alike (B10965-6). 

Two more H.M.V. 10-inch 78s contain four 
dances played by the very good Country 
Dance Band led by Nan Fleming-Williams 
and recorded under the auspices of the English 
Folk Dance and Song Society, The dances are 
Pat-A-Cake Polka, Tom Pate, Circle Waltz and 
Bonny Breast Knot, a dance from Sussex (B10963 
and 4). 


This month the Gallowglass Ceili Band 
confines itself to waltzes of various kinds, The 
titles are Humming Bird Waltz, Rose Walliz, 
Limerick Waltz and a selection of old familiar 
tunes strung together and called Waltz Selection 
No. 1 (Beltona IEP51). 

- * Here comes the Bride ’’ on M.G.M. EP612 
will, I fancy, be a regular seller for a long time. 
Richard Elisasser plays on what is described 
as “The Great Pipe Organ of the John Hays 
Hammond Museum, Gloucester, Massachu- 
sets’? the Mendelssohn Wedding March, 
Barnaby’s O, Perfect Love and two rather 
glutinous trifles This is for always and Till 
death do us part. The recording is good and Mr. 
Ellsasser does not, as I half feared from the 
label, stress the fact that he is playing on a 
“* Great Pipe Organ ’’. 
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SWING 


Reviewed by 


* BOB DAWBARN, 


CHARLES FOX, 


EDGAR JACKSON, OLIVER KING 


xAll Stars 
** Season At Riverside ”’ 

***] Want To Be Happy (Youmans) (a) ; Broadway 
(Wood, McKay, Bird) (a); Session At River- 
side (Shavers) ; Undecided (Shavers) (a); 
Out Of Nowhere (J. Green) (b); Escape 
Hatch (Dave Cavanaugh) (a 

(Capitol 12 in. LP T761—33s. 84d.) 

(a)—Peanuts Hucko (cit); Earl Warren (alto) ; 
Coleman Hawkins, Jerry Jerome (inrs); - Billy 
Butterfield, Charlie Shavers (ipts); Urbie Green, 
pe Mowat (tmbs); Lou Stein (pno) ; Art Ryerson 
Milt Hinton (bass); Osie Johnson (drs). 

7/1956. U.S.A. (Am. Capito | 

(o)—As for (a), except Arvell Shaw (bass) replaces 
Hinton. 

A jam session is always a gamble, with the 
odds against every musician hitting peak form. 
Even though the ensemble riffing was planned 
ahead, most of the jazz on this LP is jam session 
music. Solo follows solo without much attempt 
at integration. Only Billy Butterfield really 
stands up to the pace. His style much altered 
since he played with the old Bob Crosby band, 
he performs robustly yet lyrically in Broadway, 
Session At Riverside, Escape Hatch and Out Of 
Nowhere. Otherwise the solos vary from track 
to track. Session At Riverside, an up-tempo 
12-bar blues, inspires everyone to play fairly 
well. Coleman Hawkins swings happily in 
Escape Hatch, but overdoes things in*most of 
the other numbers. Charlie Shavers strikes 
fire from time to time, and Earl Warren cuts 
loose on the blues with surprising fervour. 
The rhythm section moves lissomly all the way, 
with Lou Stein throwing in a few Count 
Basie phrases. E.J. 


*Marvin Ash and his Dixie Blue Blowers 

**New Orleans (Hoagy Carmichael) (c); Blue 

Turning Grey Over You (Waller) (5); Black 
And Blue (Waller) (c); Basin Street Blues 
(Spencer Williams) (6); light Rag 
(Joplin) (a); Cajon Lament (Gus Call, Ash) (a); 
Way Down Yonder In New O rleans (Turner 
Layton, Henry Creamer) (a); Bayou Lullaby 
a Friml, John Bradford) b) : ; I Would 
Anything For You (Alex Hill, Claude 
Hopkin) (c); Tishomingo Blues (S. Williams) 
(a2); Du A Ferdinand (Ash) (c); Do You 
Know What It Means To Miss New Orleans? 
(Louis Alter) (5) 
(Brunswick 12 in. LP LAT8191—37s. 63d.) 

(a), (c)—Ash ( George Van Eps (gir); Ray 
Leatherwood Mayd Nick Fatool/Alvin Stoller (drs). 
(a) 25/8 {1066 ; (c) 4/4/1956. U.S.A. (Am. Decca aa. 

b)—Samre personnel, plus Matty Matloc (cit). 

30/3/1956. Do. (Do.) 

They call this “‘ New Orleans At Midnight ”’ 
and a typical extract from the sleeve note reads 
“ Along Bourbon Street, where the convivial 
anything-goes spirit reaches its height at mid- 
night, the music that pours out into the street 
is Red Hot. For this is Dixieland being played 
where it was born. And what Basin Street was 
yesteryear, Bourbon Street is today.” 


All of which is, I am sure, very exciting and 
poetic. Also it is no doubt perfectly true. The 
trouble is that nothing on the record sounds as 
though it were played any nearer New Orleans 
than New York’s Park Avenue for a debutante’s 
lemonade par Marvin Ash indulges in 
polished piano, even adding some zest to 
Searchlight, Tishomungo Blues and Du A Ferdinand; 
Matty Matlock plays graceful clarinet and 
George Van Eps has some glittering solo spots, 
especially in Tishomingo Blues. But it all adds 





up to no moré than music that is pleasant, but 
quite insignificant as jazz. 

And just in case the group name may mislead 
you I add that there isn’t a blue-blower among 
the lot. E.J. 


* Count Basie and his Orchestra 

*****Diggin’ For Dex (Basie, Durham) (g); Down, 
Down, Down (Don Redman) (e); Tickle-Toe 
(Lester Young) (a); esday At Ten (S. 
Martin) (e); I Never Knew (Fiorito) (a); 
Gone With ‘*What’’ Wind ? = asie, Goodman) 
(5 Down For The Double (Greene) (j); 
Platterbrains (Basie, Tab Smith, vg (4); 
Fiesta In Blue (Mundy, Goodman) (4); Tume 
Town ys ia ~~ Ebbing, Winston) (f) ; 
Louisiana . Johnson) (6); Blow Top. 
(Tab Smith Ma ‘s 

(Philips 12 in. LP BBL7141—37s. 63d.) 


(a), (b), (c)—Basie (pno); Earl Warren (alto) ; 

Buddy Tate, —_= Youn (tnrs) ; ; Jack Washington 
(bar); Buck Cla Edison, Al ian, 
Ed Lewis (tpis) ; Viel Dickenson, Dan Minor, Dicky 
Wells (tmbs); Freddie Greene (gir); Wal Page 
(bass) ; Joe Jones (drs). (a), (d) 19/3/1940, (c) 31/5/1940 
New York. (Am. Columbi 


al ome personnel, ie Tab Smith (aio).31/5/1940 
(e)—Personnel as for (d), except Don Byas (nr) 
replaces Young; Ed Cuffee (tmb) replaces Dickenson. 
28/1/1941. Do. (Do.) 

(f )}—Personnel as for (e), except Kenny Clarke (drs) 
in place of Jones. 2/6/1941. Do. (Do. 

(g)—Basie (pno) ; Smith, Warren (altos); Byas, 
Tate (inrs) ; ashington (bar); tpts as for (a); 
Cuffee, Eli Robinson, Robert Scott (tmbs); rhythm 
as for (a). 2/7/1941. Do. aay 

(), (t), (9)—Personnel as for (g), except Wells (tmb) 

lace of a (h) 24jo/1941. (t) 3/11/1941, 


bac 
(7) 17/11/1941. Do. 
Previous issued Geleted) : (a) \ ra, R2759 


(6) R2768; (c), (@) R2782; (hk) R2831 

Where this 1940 and °41 Basie band really 
scored over his present-day orchestra was in 
the brilliance of its soloists. These tracks are 
packed with wonderful solos by Lester Young 
(note especially Tickle-Toe and I Never Knew), 
Don Byas, Buck Clayton (featured in Fiesta In 
Blue), Harry Edison, Dickie Wells, Vic Dicken- 
son and that, fine but forgotten, altoist Tab 
Smith. Add to this the Count’s reticent, but 
dramatic, piano; the vintage rhythm section 
(surely the best ever ?) of Freddie Green, 
Walter Page and Jo Jones; add an amazing 
sense of relaxation, of effortless swing, and the 
sum total is one of the greatest bands ever it 
its most creative era. Six of the items have 
never previously been issued here. E.J. 


Count Basie Big Band with Ella Fitz- 


gerald 
****Anpril In Paris (Duke, Harburg) (V Ella Fitz- 
gerald) (a2); Basie’s Back In Town (Wilkins) 
(6); Every Day I Have The Blues (Chatman, 
— (V Ella Fitzgerald, Joe Williams) (5); 
Party Blues (Basie, Williams, Fitzgerald) (V 
Ella Fitzgerald, Joe Williams) (c) 
(Columbia-Clef EP SEB10070—11s. 10d.) 


(a), (6)—Basie (pno); Bill Graham, Marshall 

Royal (altos); Frank Foster, Frank Wess (tnrs); 
Charlie Fowlkes (bar); Ed. Culley, Reunald Jones, 
Thad Jones, Joe Newman (tpis); Henry Coker, 
Bill Hughes, Benny Powell (tmbs) ; Freddie Greene 
(gir); Eddie Jones (bass); Sonny Payne (drs). Circa 
Summer, 1956. U.S.A. (Am. Clef 

(c)—Basie (pne) ; = (nr); T. Jones, Newman 
(pts) ; Te mary (tmb) ; ; E. Jones (bass) ; Payne (drs). 


"Pasuee! issues: (a), (c) Columbia-Clef LX1621 
The teaming of Ella and Basie could hardly 
fail to produce a good record, and in fact the 


great Miss Fitzgerald seems ‘inspired by the 
Count’s swinging ensemble. 
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The best track is the previously issued April 
In Paris, which, after Ella’s vocal, is the same 
arrangement we heard from Basie in Britain. 
Ella shares the vocals on Every Day and Party 
Blues with Basie’s singer Joe Williams. Every 
Day is of course the Williams speciality, and 
this new version is welcome, but Party is one 
of those dreary modern “ scat”’ efforts. E.J. 


*Bourbon Street All Star Dixielanders 
**When The Saints Go Marching In (Trad.); 
Tin Roof Blues (New Orleans Rhythm Kings) ; 
High Society (Alphonse Picou); Farew eli 
Blues (Rappolo, Mares, Schobel); Confessin’ 
(Dougherty, Reynolds, Neiburg) : ; Ballin’ The 
Jack (Chris Smith, James Keese); Some of 
These | (Brooks) ; ; Darktown Strutters’ 
Ball (Brooks ill Bailey, Won’t You 

ease Come Home ? (Cannon) 

(H.M.V. 12 in. LP CLP1121—35s. 10d.) 


Pete F tain, Harry Shields ann: ; Lester 
Bouchon (tr); "Tony Almerico, George Girard 
(t pis); Jack ey, Santo Pecora (imbs); Roy 
Zimmerman ( ); Frank Federico (gtr); Phil 

Darois (bass, tuba); Paul Edwards, Roger Johnston 
(drs). 12/6/1956. During a public concert at the Parisian 


ooms, New Orleans. (Am. Victor.) 


Two of everything, according to the peculiar 
reasoning of some people, must ipso facto be 
better than one, and here we have an absolute 
refutation of this idea. Despite the cocksure 
announcer who assures us that this is the 
greatest array of New Orleans talent ever 
assembled (or words to that effect), it amounts 
to very little. The same dull routine applied 
to every one of these hoary old chestnuts (even 
the solists, who have little enough to say, 
following in the same order.) it makes wading 
through them a dreary business. If there were 
no rowdy audience, and if the recording had 
been first-class, things might have been better. 
But they might have been werse. There might 
have been two tenors, and two electric guitars ! 

O.K. 


Benny Carter and his Orchestra 
**Swing It (Bretz, Weitz) (V) (6) ; Synthetic Love 
(Carter) (a); ix Bellis Stampede (Spike 
Hughes) (6); Love You’re Not The One For 
Me (Carter) ‘(V) (a) 
(Columbia SEG7702—11s. 13d.) 

Carter (alto, clt, voc); Howard Johnson (alto) ; 
Chu Berry (inr); Shad Collins, Leonard Davis, 
Bill Dillard (tfits); Wilbur De Paris, 
Washington (fmbs); Nicholas Rodriguez 
Lawrence Lucie (gtr) ; Ernest Hill (bass); Sid 
Catlett (drs). 14/3/1933. U.S.A. (Am. Columbia.) 

Previous issues (deleted): (a) Columbia CB626, (b 

28. 


‘A multi-instrumentalist, a major jazz soloist,. 
a composer and orchestrator ef great distinctiom 
—about the only thing Benny Carter can’t do. 
is to sing. Unhappily that is just what he 
attempts on three of these tracks and the 
results are painful. Not even.solos by Chu. 
Berry, George Washington and Carter himse\f, 
not to mention also some svelte arranging, can: 
save the situation. Spike Hughes’ Six Bells: 
Stampede (the title refers to a famous pub in 
Chelsea whither musicians would gather 
following sessions at the nearby Cherule 
Galleries, once used by Decca as a recording: 
studio) is performed cheerfully and stylishly. 

E.J. 


Serge Chaloff 
**A Handful Of Stars I Png my F The Goof* 
And I (Al Cohn) 3 nks For The Memory 
Ralph Rainger) ; Al The Things You Are- 
Jerome Kern); I’ve Got The World On A. 
tring (Harold Arlen); Susie’s Blues. 
} ar IF ; Stairway To The Stars (Malneck 


li) 
(Cantal 1: 12 in. LP T742—83s. 8}d:) 

Chaloff (bar); Sonny Clarke (pfno); Le Roy. 
Vinnegar (bass); Philly Joe Jones (drs). March, 1956. 
U.S.A. (Am. Capitol. ) 

Nobody will deny that the baritone saxophone- 
is an awkward, unwieldly instrument to play. 





* Deputising for Alun Morgan, who is oma 
holiday. 
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All the more honour, then, to men like Harry 
Carney, Gerry Mulligan and Serge Chaloff, 
who coax jazz out of it with such dexterity. 
But where the first two musicians create solos 
which gather meaning as they develop, Chaloff 
seems only to utter commonplaces in a well-bred 
way. He plays his instrument superbly, but he so 
lacks imagination. 

The faster tracks (Susie’s Blues, A Handful Of 
Stars and All The Things You Are) come off best, 
largely because of Philly Joe Jones’ drumming. 
At slower tempo Chaloff gets far too doleful. 
Piano, bass and drums all contribute amiable 
solos. E.J. 


*xCity Ramblers Skiffle Group 
****] Want A Girl (Harry Von Tilzer) (6); 2.19 Blues 
(Desdume) (6); Mama Don't Allow It (Cow 
Cow Davenport) (6); 900 Miles (Trad.) (a) 
(Tempo EP EXA59—13s. 73d.) 

(a)—Russell Quay (kazoo, gtr, voc); Hylda Sims 
(gir, voc); Chris Bateson (tpt-mouthpiece); Anthony 
** Bo Bo *’ Buquet (fub-bass); Alan ‘* Little Bear ’’ 
Sutton (washboard). 12/9/1956. Copenhagen. (Danish 
Storyville.) 

(6}—Same personnel, 
Same session. 

At last, a skiffle group that plays skiffle 
music as I was brought up to understand it— 
i.e. a well-balanced ensemble of three assorted 
strings, washboard and two or three wind 
instruments, however humble, and playing 
numbers that don’t always sound like an 
imitation of Tin Pan Alley’s conception of 
mountain music. 

Henrik Johansen’s fluent clarinet is a joy 
indeed, and Chris Bateson gets some truly 
remarkable effects from his mouthpiece. “‘Little 
Bear’? is an imaginative washboard player— 
not content to scrape out two- or four-in-a-bar 
strokes, but using blocks, tap-box or some such 
device in addition to the usual thimble-and- 
grooves. I was delighted to note that J Want 
A Girl has no vocal, another good point for this 
band. More like this, please. O.K. 


plus Henrik Johansen (cit). 





“THE GRAMOPHONE ” 
POPULAR RECORD CATALOGUE 


The July 1957 edition is now available from 
all leading record retailers, price 2s. 6d. 





*Eddie Condon’s All Stars 
“ Eddie Condon’s Treasury Of Jazz” 
*I’m Gonna Sit Right Down And Write Myself 
A Letter (Young, Ahlert) (2); I’ve Got A 
Crush On You (Gershwin) (c); Duff Camp- 
bell’s Revenge (Turk Murphy) (c) ; Don’t Get 
Around Much Anymore (Ellington) (a) ; 
Someday You'll Be Sorry (Louis Armstrong) 
(6); I’m Confessin’ (Neiburg, Dougherty, 
Reynolds) (a); Three-Two-One Blues (Pee 
Wee Russell) (2); Since My Best Gal Turned 
Me Down (Quicksell) (b) ; Just Friends(Lewis, 
Klenner) (5) ; Sometimes I’m Happy (You- 
mans) (a); I’ve Found A New Baby (Williams, 
Palmer) (c) 
(Philips 12 in. LP BBL7131—37s. 6}d.) 
(a)—Condon (gir); Pee Wee Russell (cit); Wild 
Bill Davison (cornet); Cutty Cutshall (tmb); Gene 
Schroeder (no) ; Walter Page (bass); George 
Wettling (drs). 16/2/1956. U.S.A. (Am. Columbia.) 
(b)—Same personnel, plus Peanuts Hucko (cit, inr) ; 
Billy Butterfield (¢pt). 20/2/1956. Do. (Do.) 
(c)—Condon (gir); Hucko (cit); Butterfield (tpt) ; 
Cutshall (tmb) ; Ralp h Sutton (pno) ; Page (bass) ; 
Wettling (drs). 93/2/1956. Do. (Do.) 


One form of jazz that I could never work up 
enthusiasm for is the old Chicago style. It 
always seemed so very second-hand (which it 
was, of course), and most of its exponents 
seemed to indulge in crudity for its own sake 
(much as do certain of our contemporary 
revivalists) to the extent that their efforts 
become irritating. Russell’s croaky clarinet 
and Davison’s breathy cornet are tastes I have 
not acquired over two decades of listening, but 
if you have, add at least another star and buy 
this disc. Of its kind, it is as good as they come, 
but for me they come too often. O.K. 


The GRAMOPHONE 


** Cool Music For A Hot Night ” 
***Dizzy Reece group : How Deep Is The Ocean? 
_— (¢); This Is Always (Harry Warren) 


(4) 
****Don Rendell group: Yesterdays (Kern) (bd); 
Body And Soul (Green) (c) 
***Victor Feldman Septet: Sunshine On A Dull 
Day (E. Carroll) (f) 

***Victor Feldman Modern Jazz Quartet: Deep 
In A Dream (Van Heusen) (g) 

***Victor Feldman-Dizzy Reece group: The 
Gypsy (Reid) (/) 

***Tubby Hayes Quintet/group: Foolin’ Myself 
(Tinturnin, Lawrence) (7); Imagination (Van 
Heusen) (e) 

**Jazz At The Flamingo group: Stars Fell On 
Alabama —— Perkins) (k); Once In A 
While (Green) (2) 

****New Jazz Group: These Foolish Things 
(Maschwitz) (/) 

***Damian Robinson Trio: Chelsea Bridge 
(Strayhorr) (a) 

(Tempo 12 in. TAP12—38s. 3d.) 


(2)—Robinson (po); Pete Elderfield (bass); 
Benny Goodman (drs). 30/10/1954. Royal Festival 
Hall, London. (Decca for Tempo.) 


(6)—Rendell (inr); Damian Robinson (pno) ; 
Elderfield (bass) ; Don Lawson (dvs). 22/2/1955. 
London. ee 

(c)—Rendell (inr); Robinson 0 Sammy 


(pno) ; 
Stokes (bass); Goodman (drs). 2/5/1955. Do. (Do.) 
d)—Reece (tpt); Tony Crombie (pxo); Lennie 
Bush (bass); Phil Seamen (drs). 16/5/1055. Do. (Do.) 
Fay sno (tnr); Harry South (pmo); Pete 
(bass) ; Bill yo (drs). 29/7/1955. Do. (Do.) 
"7 f)—Feldman (vib) ; rek Humble (a/io) ; Jimmy 
Deuchar Dizzy Reece aoe pts); Tommy Pollard (pno) ; 
Bush (bass); Crombie (drs). 19/8/1955. Do. (Do.) 
(g)—Feldman (vib); Pollard (pmo); Eric Peter 
(bass); Crombie (drs). 12/9/1955. Do. (Do.) 
(h)—Reece (tpt); Derek Smith (pno); Stokes 
(bass); Allan Ganley (drs). 18/2/1956. Royal Festival 
Hall, London. (Do.) 


(i)—Reece (tpt); Terry Shannon (pmo) ; ; Bush 
(bass); Seamen (drs). 3/7/1956. London. 

(j7)—Hayes (inr); Dickie Hawdon sacs : “ South 
(pmo) ; ; Elderfield (bass) ; Eyden (drs). 17/7/1956. Do. 

"(k}—Ronnie Scott (imr); Harry Klein (bar); 
Shannon (no); Bush (bass) ; Crombie (drs). 


31/7/1956. Do. (Do.) 

(1)—Reece (tpt); eT { pno); 7 Thompson 
(bass); Seamen (drs). 28/12/1956. Do. (Do.) 

Previous issues: (a) included in Tempo EXAI6 ; (b) 
do. LAP1; (d) do. LAP3; (e) do. EXA29; (f) do. 
LAP5 ; (2) do. LAP6; i do. TAP2; (i) do. TAP4; 
(j) do. TAP6; (k) do. TAPS. 

** You can hear almost every British modern 
jazz musician of note on this record,’’ says Tony 
Hall in his sleeve-note. True enough, for this 
is a selection of tracks off various LPs issued on 
the Tempo label. Only two items—Don 
Rendell’s Body And Soul and the Victor Feldman- 
Dizzy Reece The Gipsy—have not had a previous 
release. I reviewed many of the performances 
when they appeared originally, and I have not 
the space here to deal with this new LP as fully 
as it deserves. Just let me say that three 
musicians stand out as being ahead of the others 
in ideas and jazz feeling.: Don Rendell, Victor 
Feldman and Dizzy Reece. Nevertheless there 
are fine solos by such as Damian Robinson, 
Derek Humble, Tommy Pollard, Tubby Hayes 
and Derek Smith, and all round the record 
gives a very good idea of what the best British 
modernists have been doing during the past 
year or two. E.J. 


*Pete Daily and his Chicagoans 
** Dixieland Jubilee”’ 

***There’s A Quaker In Quaker Town (Solman, 
Berg); Just A Closer Walk With Thee (Trad.); 
Swanee River (Old Folks At Home) (Stephen 
Foster) ; Tin Roof Blues (New Orleans Rhythm 


Kings) 

(Tempo EP EXA60—13s. 73d.) 

Daily (cornet); Jerry Fuller (cit); Warren Smith 
(tmb); Skippy Anderson (jno); Lenny Esterdahl 
(gtr); Bernie Miller (bass, tuba); Hugh Allison (drs). 
Possibly early 1954. U.S.A. (Am. Jazzmen.) 

Pleasant, unpretentious Dixieland music, 
especially the Quaker number which has an 
excellent clarinet introduction. Closer Walk has 
become an amiable amble, which is preferable 
to the barrack-square tempo customarily 
accorded it, and features some neat muted 
trombone and clarinet. Swanee River is done 
with some imagination. Tin Roof is the weak 
band ; it drags rather too much. O.K. 
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*Miles Davis 
** Birth Of The Cool ”’ 

****Move (Denzil Best) (6); Jeru (Mulligan) ia): 
Moon Dreams ummy MacGregor) (4): 
Venus Di Milo (Mulligan) (e); Budo (ud 
Mares Davis) (d); Deception (Davis) (i); 

child (George Wallington) (c); Bop}: icity 
— Henry) (g); Rocker (Mulligan } (3); 
Israel (iehaew Carisi) (4); Rouge (John i. wis) 


(f) 
(Capitol 12 in. LP T762—33s. 83d.) 


okt (), i (d2)—Davis (tpt); Lee Konitz (alto) ; 
Gerry Mulligan (bar); Kai Winding (tmb); Junior 
pom on rench horn) ; ’ John Barber (tuba); Al Haig 
hie Schulman (bass); Max Roach {drs), 
ait 1949. °ULSA. (Am. Capitol.) 


(e), (f), (8), (4)—Davis (tbe); Konitz (a/to) ; 
ae (bar) ; J. Johnson (tmb) ; Sandy 
ein (F rench horn); Barber (tuba) - John 


~~ 

Lew Wilson Boyd (bass); K 

(drs). 23/4/1840, New ig on eh — 
t), (j), (%)—Personnel as for (5), except Gunther 
uller (French horn) replaces Siegelstein; no pno: 

Al McKibbon (bass) replaces Boyd; Roach (drs) 

replaces Clarke. 9/3/1950. U.S.A. (Do. 

Previous issues (all deleted) : (a), (c) Sy os i3156 ; 
(b), (4) CL13249; (e) CL13429; (g), (h) CL13255 ; (e)' 
(i), (k) EAP1-459 ; ead” (4), (7) EAP2-459; (ec), (f) 
(h), (4), (3), (k) LC6683. 

Although the nine-piece band which Miles 
Davis took into the Royal Roost in September, 
1948, turned out to be a financial flop, its 
impact upon jazz was enormous. Records 
made by the group were listened to avidly and 
imitated by young musicians in Europe as well 
as America. Tight, unconventional scoring 
with a “ cool”’ approach created a fresh jazz 
sound, a new conception of small-band playing. 
There were plenty of good solos—notably by 
Miles Davis himself—but it was the arrangers 
who played the really important roles. Gerry 
Mulligan’s Jeru and Godchild (the latter a 
George Wallington theme), Gil Evans’ Boplicity 
and Johnny Carisi’s intriguing minor-key blues, 
Israel—these, above all, are remarkable crea- 
tions. All the titles from those three history- 
making sessions, with the exception of Dam 
That Dream, can be found on this LP. That all 
have had previous existences on 78s and EPs 
will make their reissue none the less desirable, 
for none of those earlier releases is any longer 
available. 


*Harry Edison and ee Orchestra 


****Hollering At Wakins “ Edison) : Used To Be 
Basie (Edison); How Deep Is The Ocean? 
(Berlin) ; Studio Call (Edison) ; Willow Weep 
For Me (Ronnell) ; Opus 711 (Edison); Love 
Is Here To Stay (Gershwin); K. M. Blues 
(Edison); Walkin’ With Sweets (Edison) 

(Columbia-Clef 12 in. LP 33CX10087—41s. 83d.) 


Edison (tpt); Ben Webster (inr); Jimmy Rowles 
(pno); Barney Kessel (gir); Joe Mondragon (bass) ; 
Alvin Stoller (drs). Spring, 1956. U.S.A. (Am. Clef.) 

Harry ‘“‘ Sweets’? Edison spent the years 
1937 to 1950 with Count Basie, so it is not 
surprising to find him as a swinging and not over 
complicated soloist. In addition his style is a 
very personal one. This fine LP amply demon- 
strates his capabilities both muted and “‘open”’. 
Apart from an occasional harshness in the high 
register, I have not heard better examples of 
his trumpet work. Ben Webster’s tenor is an 
admirable foil in both its moods—the slightly 
sentimental and full-toned changing to rasping, 
booting stuff. In addition both guitarist Kessel 
and pianist Rowles contribute neat solos and 
the bass and drums give an unobtrusive lift. 

Six of the titles are originals by Edison— 
mainly of the “I’ve heard this somewhere 
before ’’ type, and “Sweets” is better as a 
performer. He is at his peak on the lovely 
ballad Love Is Here To Stay. B.D. 


*Roy Eldridge 
***Rockin’ Chair (Carmichael) (4) ; : Wabash Stomp 
(Eldridge) (a); After You’ve Gone ene, 
Layton) (V) (c); ; Heckler’s Hop (Eldridge) (0) 
(Philips EP BBE12102—12s. 103d. 


(a), age” (aos) Dave (tht) ; Scoops Carey, Joe 
“e 


Eldridge (alto Young (inr); Teddy Cole 
(pno); John Co (gtr); Truck Parham (bass) ; 
Zutty Singleton (ars). 23/1/1937. Chicago. (Am. 
Vocalion.) 
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ALL-WAVE RADIO 


VHF waveband enables you to enjoy 
the new BBC sound service at its 
finest. Receives also on the long, med- 
jum and short wavebands. Even distant 
stations come through with amazing 
clarity. 


ALL-SPEED DISKS 


Four-speed motor plays records of 
16%, 334, 45 and 78 r.p.m. Auto- 
changer handles ten disks, 7”, 10” and 
12” (not mixed). Pick-up is of the 
dual turnover lightweight type. 


CONTROLS 


Six piano-keys choose your waveband, 
switch to record-playing or turn the set 
on or off. There are separate controls 
for fly-wheel tuning—volume, bass 
and treble. 


Lets get it clear.. get BUSH 
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Outstanding quality. . 


convincing value .. 


THREE LOUDSPEAKERS 


In addition to two matched 10’ 
circular speakers, there is a _ high 
fidelity “tweeter”. Sockets are also 
fitted for connecting an external 
speaker. 

CABINET DESIGN 

The cabinet has very modern styling 
and is finished in walnut veneer with 
gold trim and has generous storage 
space for records. The cabinet measures 
384” wide, 37?” high, 16%” back to front. 


BUSH HAVE THOUGHT OF 
EVERYTHING... 


. . . Including tape-input sockets for 
connecting a recorder; a pilot lamp 
to show when the set is switched on; 
illuminated changer compartment; 
and, of course, internal aerials, with 
provision for external ones. 
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Today much is expected of a 
radiogramophone, and rightly so. The 
B.B.C’s. VHF service on the one hand, 
and modern electrical records on the 
other, demand an instrument capable 
of faultless reproduction. Such an 
instrument is the Bush RG.66 built by 
Bush engineers, with all their technical 
mastery, for the man to whom music 
means much. 

It is arranged in a delightful 
bow-fronted cabinet of contemporary 
design and modern styling. As the 
impressive detailed specification shows, 
no aspect of quality has been 
overlooked. 

The RG.66 is a really magnificent 
production and typical of Bush. Your 
nearest Bush dealer will demonstrate 
it to you gladly and proudly. 


98 GNS. (tax paid.) 
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For illustrated leaflet write to: BUSH RADIO LTD - POWER ROAD - LONDON W.4. 
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TK890/90 


TAPE RECORDER 
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.. FOR MUSIC LOVERS 


The new Grundig TK.830 is the most brilliant tape 
recorder of its kind in existence. 























ae It is probably the first tape recorder to have the 
facility of superimposition—a simple press-button 
operation that enables you to record afresh over 
an existing recording and retain both. It also 
possesses visually indicated frequency response 
controls, three—covering low, medium and high 
frequencies—each independent of the others. 
Recording level is indicated by a magic eye segment 
and an input selector is incorporated. The TK.830 
is two-speed twin-track with instantaneous track 
change-over and automatic stop mechanism. 
Three specially mounted elliptical speakers working 
from a push-pull output stage, create a sense of 
depth and unusual ‘separation’. 


The NEW @Gitibite 





TAPE RECORDER 


gt age 100 cumeas 


For details of this brilliant new model, please 
write for illustrated brochure G.830. 





a al 





GRUNDIG (Great Britain) LTD. Advertising and Showrooms: 39/41 New Oxford St., London, W.C.| 
Trade enquiries to: Kidbrooke Park Road, London, S.E.3 






(Electronics Division, Gas Purification & Chemical Company Limited) 
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The GRAMOPHONE 


12Gciomaster 


The very brief details given are nevertheless sufficient to show 
that the Audiomaster has been designed and produced without 
limitation or restriction. Here, in fact, is an amplifier which really 
does sound better than any other. Unique in performance, attrac- 
tive in appearance. Audiomaster meets the highest professional 
requirements. The standard of workmanship and components 
used is unparallelled. You must hear it for yourself. 


pre-amplifier control unit 


CONTROLS 


Input Selector Switch (10 positions). 


3-position Microphone Switch. 

Filter Slope Control. 

Low — Pass filter switch. 

Treble Control. 

Bass Control. 

Loudness Compensating Control. 
itor control. 

Volume Control = On/off switch. 





SELECTOR SWITCH positions 


Tape N.A.R.T.B. 
Tape C.C.I.R. 
Dise L.P. 

Disc R.1.A.A. 
Disc A.E.S. 

Disc N.A.B. 

Disc Flat. 
Microphone. 
Tuner. 
Auxiliary. 


power amplifier 


Rated Power Output 
25 Watts. 
30 Watts at less than 0.1% 
distortion. 
Power Response 
Within 0.5 db of | KC/S level at 
20 Watts, over range 30C/S to 
20 KC/S. Instantaneous peak power 
output in the ner of 60 Watts. 
Frequency Respo 
Within | db a 1 Kes level 
15 C/S —100 KC/S 
Within 0 db of | KC/S level 
15 C/S — 50 KC/S. 
Harmonic distortion (at 400 C/S) 
Less than 0.05% at 20 Watts. 
Hum and noise 
Better than 85 db relative to 20 Watts 
with 10 K/ohms source resistance. 


total 


PRICE COMPLETE 
£59.10.0 






intermodulation distortion 
(40 C/S modulating 10 KC/S in a 
ratio of 4 to 1). 0.7% with peak 
corresponding to 20 Watt sinewave 
power. 1.0% with peak corresponding 
to 30 Watt sinewave power. 
Sensitivity 
40 Mv for 25 Watts out. 
Phase Shift 
10 degrees maximum at 10 C/S. 
20 degrees maximum at 20 KC/S. 
Output Resistance 
0.3 ohms at 40 C/S. | KC/S and 20 
KC/S at 20 Watts output. 
7 en Factor 


Output impedance 
4, 8 and I6 ohms 
switchings. 


selected by 


Bosomagsse 








"Sem eecee. Write for full information, or better still, 


*: see it and hear it at Musicraft’ 


$s showrooms. 


av Export enquiries welcomed. 
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Microphone compensating curves 
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Disc playback characteristics 
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Power & frequency response curve of power amplifier 
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reproduction that’s out of this world... 


wuaiomaster 


2 
ili AW. & N. Electronics product distributed throughout the U.K. by MM aS craft 


20/22 High Street, Southall, Middx. SOUthall 3828 
13 King Street, Richmond Surrey. R/Chmond 6798 
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XPERTS— 


CHOICE 
IN A WORLD OF SOUND 








TRI-CHANNEL 


‘The logical development of Hi-Fi just around the corner. .. .’’ 
—High Fidelity Magazine, U.S.A. 












NEW YORK 
CANADA 
NEW ZEALAND 
SOUTH AFRICA 
HONG KONG 

PORTUGAL ITALY 
SWEDEN B.W.I. 














PRECORD — PROFESSIONAL RECORDING AMPLIFIER — Recommended without a. in. world acclaims all that is 


question or reservation by Percy Wilson, M.A. See Test Report, July issue ‘The Gramophone’, page 83. best in sound equipment, we have 
the pleasure to briefly present the 
TRI-CHANNEL, PRECORD and 
the MARK Ill, designed to work in 
conjunction with our new synchro- 
lock F.M. UNIT. As the high- 
lights of the Audio Fairs in London 
and New York, they can be obtained 
through your dealer, or in practically 
any part of the world either directly 
from us or through numerous 
Agents. May we send you further 
details ? 


SOUND SALES LIMITED 
Works & Acoustic Laboratories, 
West Street, Farnham, Surrey, 
England. 
Manufacturers of TRI-CHANNEL 
and all A-Z Products. 
Tel. : Farnham 6461-2-3 


£30 














Miki system 
tor LIE 


Every Hi Fi enthusiast who hears a Stentorian demon- 
stration agrees that “‘ High Fidelity at realistic cost” 
is no empty phrase. Look, for example, at the 
system illustrated here: a full range 8” P.M. Unit 
with the exclusive patented cambric cone, and a 
ready-to-assemble bass reflex cabinet, finished 
in highly-polished walnut veneer, providing 
outstanding quality of reproduction. 
Complete — for just over £16! 
























H.F. 816 


8” P.M. Unit, 16,000 gauss 
magnet. Fitted with cambric | 

cone, die-cast chassis and ote I 
universal impedance speech oS 
coil providing instantaneous 

matching at 3, 7-5 and 15 
ohms. Handling capacity 6 
watts. Frequency response 
50-14,000 c.p.s. Bass reson- 
ance 63 c.p.s. £6.17.0 


is, 
‘. 
SS 



















—Sentor, Vail 


iain BASS REFLEX high Fidelity 


CORNER CONSOLE 


~ we 
A new contemporary-style cabinet, at realistic COSC 


specially designed to give maximum repro- 





duction quality from Stentorian 8” or 10” See and hear the complete Stentorian range on 

units, with provision for Tweeter Unit, if Stand 65 (Demonstration Room 23) at the Radio 

required. Measures 33” x 225” x 183’. Show, or ask your usual dealer to demonstrate. 
£9.9.0 Fully descriptive leaflets free on request. 


WHITELEY ELECTRICAL RADIO CO. LTD - MANSFIELD - NOTTS 
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(c) Same porsantt, plus Gladys Palmer (voc). 
98/1/1937. Do. (Do.) 

(4) Eldridge (tpt) member of Gene Krupa Orch. ; 
Krupa (drs) ; wy Listengart, Musky Ruffo (altos) : 


Walter Bates, Musiker (inrs); To ten, 
Norman Murphy, Graham Young (pis); Jay 
—_-, John Grassi, Babe Wagner (tmbs); Milt 
Raskin (pno); Ray Biondi (er) i Mihelich (dass). 
9/7/1941. U.S.A. (Am. OKeh.) ' 

Previous — (all deleted} : (a) Vocalion S82, (0) 
do. S77, (c) do. S165. 

The vigour of Eldridge sounds as fresh today 
as it did twenty years ago when he recorded 
Wabash Stomp and Heckler’s Hop. That’s more 
than can be said about his fellow-musicians 
(with the possible exception of Scoops Carey), 
particularly the soggy rhythm section. A/ter 
You've Gone degenerates into a wild tear-up. 
Rockin’ Chair—made four years later, with Gene 
Krupa’s band—features Eldridge in a lyrical, 
Armstrong-like solo. C.F. 


xFred Elizalde 
** Jazz At The Savoy ” 

***Arkansas Blues (Lada, Williams) (e) 5 
(Costello, Denniker) (d); Hurricane (Mertz, 
Nichols) (a); Sugar Step (Elizalde) (é); 
Somebody Stole My Gal (Wood) (f); The 
Darktown Strutters’ Ball (Brooks) (f/f); 
Clarinet Marmalade (Larry Shields, Harry 
Ragas) (6); Sugar (Mitchell, Alexander, 
Pinkard) (c); Stomp Your Feet (Elizalde) (b); 
Tiger Rag (Nick La Rocca) (d) 

(Decca LP LF1277—24s.) 


(a)—Fred Elizalde Varsity Band : Elizalde (pno) 
probably with : Manuel «* Liz "* Elizalde, J. Donald- 


Dixie 


son (alto, cit) ; ; Maurice Allom Omi ; H. Wyllie (bar); 
R. Battle, G : re Ore) (tpts) ; George Monkhouse 
(bjo, gir); R. Will s (tuba); J. Saunders (drs). 


Probably July, 1927. London. (British Brunswick.) 
ieee! (c)—Fred ave Music: Elizalde (mo) : 
Miranda (cit, alto); Perley Breed (alto) ; 
ae al ’ Jack ck Jackson, Norman Payne 


bj 
Max Bacon (drs). September, 1927 Do.) 
(4)—Do.: Elizalde (pno); Bobby Davis, Harry 
Hayes (altos); Rex Owen (inr); Adrian Rollini 


(bass sax); Payne, Chelsea Quealey (pts); Len 
— (gtr); Ronnie Guberterni (drs). , a, 1928. 


(Do.) 
ale ff (g), () (i), (j)—Elizalde Hot Music: 
e (pno); Davis (cit, alto); we bass sax, 
ay hot fountain pen) ; Quealey (tpt); Fillis (gtr) ; 
Gubertini (drs and on (f) newspaper on overcoat). 
(e), (f) ee ens (g), (4) March, 1928; (+) (7) 


May, 1928 re) 

Previous issues (ftdeleted): (a) Brunswick 1001T; 
(6) 120f ; (6), (4) 02330; (c) 120T; (d) 150 ; (¢), (f) 
147t, 02331; (zg), (4) 164, 02332; (é) ,(7) 177t, 02333. 


She’s A Great, Great Girl wee i = Siam 
Blues ry (65); Melanch eeps 
(Elizalde) (2); Grown Up Baby (Elizalde) (c) 

(Decca EP behésoo lis. 54d. 

a ee (pno). (a), (0) August, 1927; (c), (d) 


Marc 
Previous issues (fdeleted): (a) Brunswick 106T; 


(a), (b) 02327; (c), (a4) 2093. 

Trying to find today in a London hotel or 
restaurant a band capable of producing any- 
thing to interest the discriminating jazz enthu- 
siast is like trying to find a needle in a haystack. 
It probably doesn’t exist anyway. 

But it wasn’t always so. Between the times 
when the present century was in its late ’teens 
and mid-’thirties there were quite a few worth- 
while British bands working more or less 
regularly in the West End—bands such as 
Jack Hylton’s, the Savoy Havana Band and 
Orpheans, Ambrose’s orchestra, all of which, 
inspired by a public interest that had prompted 
the hoteliers and restauranteurs to permit and 
even encourage an enterprising musical policy, 
were going ahead, even to the extent in some 
cases of padding up with American corner men. 
Also American bands were regularly visiting us. 
As long ago as 1919 the famous Original 
Dixieland Jazz Band could be heard at Rector’s 
Club as well as the Hammersmith Palais, and 
even before World War I there was a good 
coloured band at Ciro’s Club. In 1920" Art 
Hickman’s New York-London Five were at the 
Criterion Roof, and in 1923 Paul Specht opened 
Lyon’s Coventry Street Corner House. From 
then on it was quite a procession. The Mound 
City Blue Blowers led by guitarist Eddie Lang, 
the bands of Isham Jones, Vincent Lopez, Ted 
Lewis, Noble Sissle, Hal Kemp, Cab Calloway, 
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Eddie South, all with at that time at least some 
genuine jazz interest, appeared at some time or 
other at some or other West End hotel, 
restaurant or club as well as in many cases one 
or other of London’s theatres. 

And in the midst of it all there suddenly 
arrived on the scene Fred Elizalde. 

Born in Manila, in 1907, of wealthy Spanish 
parents, he had come to England mainly as a 
companion for his beloved brother christened 
Manuel, .but known to all as Liz, who was 
completing his education at Cambridge. Fred 
was a born musician with an instinctive flair for 
jazz. Although not officially at the University, 
he soon became the idol of the undergraduates 
and formed the first ’Varsity jazz band. The 
result was that before long he came to the 
notice of Count Anthony Di Bosdari, head of 
the old British Brunswick company, and before 
you could say ‘hot saxophone’ the fascinating 
Count had induced the Savoy Hotel manage- 
—_ to engage young Fred as dance band 
eader. 


Fred opened at the hotel at the beginning of 
1928, with an all-British band, but in a very 
few weeks he induced M. de Mornys, the hotel’s 
entertainments manager, to let him bring over 
some American musicians. Among them were 
saxist Bobby Davis and trumpet Chelsea Quealey 
and the even more noted multi-instrumentalist 
Adrian Rollini, and what had hitherto been one 
of the West End’s biggest dance band attractions 
became a veritable sensation. 

Maybe to today’s jazz intelligensia it will not 
sound so sensational. But for the older generation 
with nostalgic yearnings for its younger days, 
and for the younger generation wanting to 
discover what went on in the days when dance 
bands meant something to the habituees of 
London’s smart hotels, restaurants and other 
night resorts nothing could be more revealing 
than the reissue of these now thirty-year-old 
Fred Elizalde dance music documentaries. 


EJ. 


Famous 


*Duke Ellington and his 


rchestra 
*##*%In A Mellow Tone (Ellington) (6); Rumpus In 
Richmond (Ellington) (a); Five O’Clock 
‘Whistle (Gannon, Myrow, Irwin) (c); Warm 
aan (Ellington) (d) 
(H.M.V. EP 7EG8239—1I1s. 13d.) 
‘ te To The Duke ”” 


***Orson (Strayhorn, ae (e); Kinda Dukish 
(Ellington) (f); iff (Tizol, _— (g) 
(Capitol EP EAP3- 637-1261 103d. 
(a), (0), (c), (2) Ellington (pno) ; 7 Bigard 
hnny Hod 


(clt, inr); Jo ges (alto,sop); Otto Hardwicke 
(alto, bass-sax); Ben Webster (tnr) ; ; Harry Carney 
(alto, bar); Wallace Jones, Cootie Williams (tpts.); 


Rex Stewart (cornet) ; ; Lawrence yee Joe Nanton, 
Juan Tizol (tubs); Fred Guy (gtr) ; my Blanton 
(bass); Sonny rear (drs). (a) Soi7io4o. Chicago ; 
(bd), (c) 5/9/1940, Chicago; (d) 17/10/1940, New York. 
(Am. Victor. 

(e)—Ellington (pno); Jimmy Hamilton (cit, tnr) ; 
Russell Procope, ck Henderson (altos); Paul 
Gonsalves (inr) ; Harry Carney (bar) ; Cat Anderson 
Willie Cook, Ray Nance, Clarke Terry (tts) ; 
Quentin Jackson ; ; Tizol, Britt Woodman (tmbs) ; 
Wendell Marshall (bass) ; ; Butch Ballard (drs). 
7/4/1958. U.S.A. (Am. Capitol.) 

(f)—Ellington (pno); Marshall (bass); Dave 
Black (drs). 1/9/1984. Do. (Do. 

(g)—Personnel as for (a), except add Gerald Wilson 
(tpt); John Sanders (#mb) replaces Tizol; Black (drs) 
replaces Ballard; add Bob Collier (conga drm). 
1/9/1954. Do. (Do.) 
wae issues (deleted): (c) H.M.V. B9153, (d) 

9847 


Approximately fourteen years separate the 
recording of these two EPs, and it is at once 
evident that the more recent Fillington bands 
have not reached the peak of perfection 
attained by the 1940 ‘“ Famous Orchestra ”’. 

The latter is represented by the H.M.V. 
disc. Mellow Tone and Richmond have never 
been issued here before (rumour has it that the 
ship carrying the master of Richmond to this 
country during the war was torpedoed in the 
Atlantic). The former has solos by Hodges and 
Cootie, the latter by Bigard, Cootie and 
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Nanton. Warm Valley is the lush Hodges show- 
case, the short trumpet passage being the work 
of Cootie Williams. Five O’Clock Whistle, a 
** pop ”’ tune of the day, is sung most charmingly 
by the late Ivie Anderson while Cootie and Rex 
Stewart share the trumpet/cornet solos. The 
disc is part of a Victor LP recently put out in 
America. I hope E.M.I. will do their utmost 
to let us have the rest of it, for it is all jazz of 
great historical and musical value. 


The later Ellington band, in this case the 
1953-4 one, is represented in.the Capitol EP. 
It completes the issue here of the titles from the 
American Capitol LP “ Dance To The Duke’. 
Orson is in reflective mood and has some good 
trombone from Tizol ; Kinda Dukish turns the 
spotlight on Ellington’s unusual but charming 
piano style. The new version of Bakiff is as 
uniformly dull as the earlier version issued here 
by H.M.V., and again features Nance’s thé 
dansant violin. A.M. 


*Don Elliott 
“ae Is Here (Rodgers) ; S*posin’ (Denniker) ; 
With The Wind And The Rain In Your Hair 
(Edwards, Lawrence); Fascinating Rhythm 
(Gershwin); Almost Like Being In Love 
Loewe) ; Deep le (De Rose); The Lamp 
8 a (De Rose); Mellophone Mambo 


alades mn LP LZ-N14037—29s. 103d.) 

Elliott we and in Mambo bongoes); Ha 
McKusick (alto, flute) ; 

Reich (tpt); Bill Byers (tmb) ; 
(gtr); Milt Hinton (bass); Mel Zelnick (drs). 
22/2/1955. New York. (Am. Bethlehem.) 

Don Elliott can play vibes, bongos, mello- 
phone, trumpet, piano and accordion as well 
as take an occasional vocal. On this album he 
restricts himself to (apart from some bongo 
drumming dubbed on to Mambo at a later date) 
the mellophone, an instrument which sounds 
like an articulate version of the french horn. 
The result is a pleasant set of tunes played by a 
representative cross-section of New York studio 
musicians. The scores are by Billy Byers and 
Manny Albam, two young men who have 
managed to strike a medium between sterile 
over-arrangements and sparse “ heads ". .nere 
is an intriguing chase between Elliott’s mello- 
phone and Byers’ trombone on S’fosin’, while 
an uncredited bass-clarinet is audible on Spring 
Is Here, the best of the eight tracks. A.M. 


Victor Feldman 
** In London—Vol. 2, The Big Band ” 
****Blues In Two Modes (Feldman) (6); Jennie 
(Feldman) (65); One Momentum (Feldman) 
Karen (Feldman 
(Feldman) (a); It A 
(Gershwin) (e); Short Circuit (Crombie) (a) 
(Tempo 12 in. LP TAP12—38s. 3d. ) 


(a)—Feldman Nine-tet: Feldman (drs); Derek 
Humble (alto); Ronnie Scott (inr); Tubby Hayes 
(bar) ; » Dizzy Reece (tpts); Ken 
Wray (bass-tpt) ; Norman Stenfalt (pno); Lennie 
Bush (bass). ef be London. (Decca for Tempo.) 

(6)—Feldman Big Band: Feldman (vib) ; Humble 
(alto); Hayes, Scott (imrs); Joe Temperley (bar) ; 
Deuchar, Bobby Pratt, Reece (tpts); Wray (tmb) ; 
— Se (tuba); John Burden (French horn) ; 

it (pno); Bush (bass); Phil Seamen (drs). 
13/13/1966. Do. 

(c)—Personnel as for (b), except Pete King (bar) 
replaces Temperley. Same session. ' 
(4)—Personnel as for (6), except Feldman plays drs, 

replacing Seamen. Same session. 

(e)—Feldman teen rh Feldman (vib); Deuchar 

tpt); Terry Shann om Gan - Kenny Napper (bass) ; 

men (drs). 3/1/1957. (Do.) 


More mementoes oe Victor Feldman’s 
holiday at home last winter. I wrote when 
reviewing Volume 1 (Tempo TAP8) that I 
thought it one of the finest jazz records ever 
made in Britain. Now I must find fresh words 
to welcome Volume 2 ; for it turns out to be 
just as good and twice as loud ! By that I mean 
that Victor uses a 13-piece band on one side of 
the LP, playing scores which are both sensitive 
and exciting. Two numbers from the earlier 
record now get big-band treatment—Blues In 
Two Modes (previously called The Minor And The 
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Major) and the delightful Karen, the latter 
brilliantly arranged by Jimmy Deuchar. 

But it is the tracks by the Nine-tet and 
Quintet which really dazzle. Wood Work 
(dedicated to Victor’s current American boss, 
Woody Herman) lasts nearly nine minutes and 
features outstanding playing by the volatile 
Dizzy Reece and Tubby Hayes (on baritone 
sax.). Jimmy Deuchar gives us one of his best- 
ever solos in Jt Ain’t Necessarily So. Ronnie 
Scott’s tenor solos are less to my liking (he’s 
getting very hard-toned these days) but Victor 
Feldman’s vibes-playing and drumming are as 
immaculately tasteful and inventive as ever. 

Here, in fact, is a record which makes one 
really optimistic about the future of British 
jazz. And while I’m handing out bouquets, a 
pat on the back for Benny Green and Tony Hall 
who together provide really informative and 
intelligent sleeve-notes. Hall not only gives 
us just the sort of data we want ; he also sets it 
out clearly. 


*Matthew Gee Quintet/Septet 
** Jazz By Gee”’ 
****Quintet: Out Of Nowhere (Green); I'll 
Remember April (Raye, De Paul); Joram 
(Bill Massey) ; Sweet Georgia Brown (Bernie) 
Lover Man (Ramirez). All (6) 
Septet: Gee; Kingston Lounge; The Boys 
From Brooklyn. (All Gee) All (a) 
(London 12 in. LP LTZ-U15075—37s. 63d.) 

(a)—Gee (tmb); Frank Foster (inr); Cecil Payne 
(bar); Kenny Dorham (tpt); Joe Knight (pno) ; 
John Simmons (bass); Art Taylor (drs). 19/7/1956. 
New York. (Am. Riverside.) 

(b)—Gee (tmb); Ernie Henry (alto); Knight (pno) ; 
Wilbur Ware (bass); Taylor (drs). 22/8/1956. 
Do. (Do.) 

Matthew Gee is a trombonist who has 
worked with the bands of Dizzy Gillespie, 
Count Basie and Illinois Jacquet. Here he 
heads two small jazz groups playing virile, 
swinging jazz in the current “ New York” 
manner. As a soloist he alternates between. the 
highly inventive and highly infuriating, the 
latter being his disconcerting habit of growling 
notes deep down in his throat during the course 
of the solo, all faithfully reproduced in hi-fi ! 

Of the other soloists Kinny Dorham and 
Frank Foster are impressive, and both rhythm 
sections acquit themselves well. Tony Hall 
accurately points out in his notes that Gee is 
harmonically Fine And Dandy, but he is incorrect 
in assuming that Joe Knight makes his first 
appearance on record here. Actually he was 
heard previously with Oscar Pettiford’s group 
on London’s “ Bassically Duke’? LP. E.J. 


* George Girard and his New Orleans Five 
** Stompin’ At The Famous Door ”’ 

**Mahogany Hall Blues Stomp (Spencer Williams); 
Chinatown, My Chinatown (Jerome, Schwartz); 

Do You Know What It Means To Miss New 
Orleans ? (Alter, De Lange) (V); That Da Da 
Strain (Medina, Dowell); St. Louis Blues 
(Handy); Sweethearts On Parade (Newman, 
Lombardo) (V); Original Dixieland One- 
Step (Nick La Rocca); Dark Eyes (Trad.); 
Wang Wang Biues (Busse); Mama Don’t Allow 

It (Davenport) (V) ; Please Don’t Talk About 


Me When I’m ~~ = | > tans Stept) (V); 
Beale Street Blues (Handy) 
(H.M.V. 12 in. LP CLP1123——35s. 10d.) 
Girard (tpt, voc); Harry Shields (cit); Beb 


Havens (imb); Bob Discom (pno) ; Emile Christian 
(bass) ; Paul Edwards(drs). 12/6/1956. Parisian Room, 
New Orleans. (Am. Victor.) 

Most records made years ago in New Orleans 
itself were worthy of the cradle of jazz, but 
apart from Harry (brother of ODJB clarinettist 
Larry) Shields’ sensitive and _ occasionally 
thrilling clarinet, there is nothing here that a 
dozen local bands couldn’t do in their sleep, 
if sleep they could with everything moving at 
such a frantic pace most of the time. The 
ensemble finales are loudest of all ; the drum- 
ming is corny, and Girard’s pinched trumpet 
tone stems more from Charlie Shavers than 
from (say) Paul Mares. His vocals are very 
weak, though I suppose we shouldn’t speak ill 
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of the dead (Girard died last winter, aged 26). 
The best track, apart from the vocal, is Please 
Don’t Talk About Me; it is less frenzied, has 
more Shields, and is a good and not too hack- 
neyed number anyway. O.K. 


*Lionel Hampton and his All Stars 
***Don’t Be Like That Way (Sampson, Goodman) 
(6); These Foolish Things (Maschwitz) (0) ; 
Moonglow (Will Hudson) (a); Dinah (Young) 
(6); It’s Only A Paper Moon (Arlen) (c) ; 
e Way You Look Tonight (Jerome Kern) (0) 
(Columbia- Clef LP 33CX10086—41s. 83d.) 
(a)—Hampton (vib); Oscar Peterson (pmo); Ray 
Brown (bass); Buddy Rich (drs). 2/9/1953. U.S.A. 
(Am. Clef.) 
(6)—Same personnel, plus Buddy De Franco (cit). 
September, 1953. Do. (Do. 
ww ee as for (a), minus Hampton. Do. Do. 
Oo 


I don’t know whether the intention here was 
to revive the old Benny Goodman Quartet 
sound, but the five tracks with De Franco 
certainly give that impression. All the tunes are 
associated with Goodman, and Hampton was 
on most of the originals. Also De Franco has a 
superficial resemblance to Benny, but I find his 
work here passionless and rather dull. Peterson 
at times recalls Teddy Wilson, and Rich is a 
logical successor to the mechanical Krupa. 

Star of the record is undoubtedly Hampton 
himself. His work on the ballads is just as 
melodic and inventive as ever, whilst he swings 
like mad through the faster numbers. It may 
not be purely coincidence that ‘“* Moonglow ”’ 
the only title without clarinet, is the best of the 
six. B.D. 


* Woody Herman and his Orchestra 
***New Golden Wedding (Marie) (c) ; East Of The 
Sun (Bowman, Brooks) By Geor-e 
(original title Bop, Look, Listen) (Shearing) 
(a); Leo The Lion (Tiny Kahn) (b) 
(M.G.M. EP MGM-EP611—lLIs. 13d.) 


(2)—Herman (cit, alio); Jack DuLong, Kenny 
Pinson, Phil Urso (tnrs); Sam Staff (bar); John 
Bellows, Roy Caton, Don Ferrara, Doug Mettome 
(tpts); Jerry Dorn, Urbie Green, Herbert Randel 
(tmbs) : Dave McKenna (fo); Red Wooten (bass) ; 
Sonny Igoe (drs). 14/3/1951. Hollywood. (Am. M.G.M.) 

(6)—Same personnel, plus Nick Travis (ape). 
15/3/1951. Do. (Do. 

(c)—Herman (cit, alto); DuLong, Bill Perkins, 
Urso (inrs); Staff (bar); Caton, Don Fagerquist, 
Johnny Macombe (typts); Dorn, Green, Fred Lewis 
(tmbs) ; rhythm as for (a). July, 1951. Do. (Do.) 

(24)—Herman (cit, alto); Dick Hafer, Arno Marsh, 
Perkins (tnrs); Staff (bar); Caton, Phil Cook, 
Fagerquist, John Howell, Ernie Royal (tpis) ; 
Fontana, Jack Green, U. Green (tmbs); Nat Pierce 
(pno); Frank Gallagher (bass); Art Mardiganft 
(drs). Autumn, 1952. Do. O. 

tT Incorrectly ‘spelled Madigan on sleeve. 


In New Golden Wedding Woody Herman 
spends too much time twittering above tom- 
toms, sounding just like Artie Shaw used to do 
twenty years ago. Much more pleasing is the 
commercially-slanted East Of The Sun, Leo The 
Lion, an up-tempo blues arranged by the 
late Tiny Kahn, moves powerfully, with 
capable solos by Urbie Green, Kenny Pinson 
and John Bellows. By George swings lightly and 

C.F. 


politely. 


* Woody Herman and his Orchestra 
“* Road Band ”’ 
***Gina (Ralph Burns) (a) ; 
(Herman) (0); 
b 


I Remember Duke 
Captain Ahab (Manny Albam) 


(6) 
(Capitol EP EAP2—12s. 103d.) 


(a)—Herman (leader); Dick Hafer, 
Kamuca, Bill Perkins (inrs); Jack Nimitz (bar); 
Bill Castagnino, Dick Collins, John Howell, Al 
Porcino, Charlie Walp (tpis); Cy Touff (bass-tpt) ; 
Dick Kenney, Keith Moon (tmbs); Nat Pierce (pno) ; 
Red Kelly (bass); Chuck Flores (drs). 13/10/1954. 
U.S.A. (Am. Capitol.) 

(6)—Herman (leader) ; Hafer, Kamuca, Art Pirrie 
(tnrs); Nimitz (bar); Collins, Ruben McFall, Nick 
Travis (tpts) ; Touff (bass-tpt) ; Kenney, Moon (tmbs) ; 
Billy Bauer (gir); Pierce (pmo); John Beal (bass) ; 
Flores (drs). 6/6/1955. Do. (Do.) 


Typical performance from the best of the 
modern white big bands. All of the Herman 
battery of soloists are in good form with 


Richie | 
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honours going to Cy Touff’s bass trumpet 1d 
the Bill Perkins tenor. 

Captain Ahab is a lengthy “ swing,” 
with most of the soloists getting a Jook-in i; a 
few bars. 

Ralph Burns’ Gina is given rather a 
** Palaisish ’’ treatment and the leader’s cla: inet 
(rather dated) is featured extensively in his own 

Remember Duke. B.:). 


*Milt Jackson 
** The Jazz Skyline = 
***Lover (Rodgers); Can’t Help Lovin’ Dat Man 
(Kern); The Lady Is A Tramp (Rod; vers) ; 
— Face (Hank Jones); What’s New? 


(Carr) 
(Landen 12 in. LP LTZ-C15074—37s. 63d.) 


Jackson (vib); Lucky Thompson (inr); Hank 
Jones 


pno); Wendell Marshall (bass); Kenny 
Clarke (drs). Probably early 1956. U.S.A. (Am. Savoy.) 
Somehow this just misses being a four-star 
record. Perhaps the music is too passive—no 
tensions arise, no contours emerge. I’d pick 
Lucky Thompson as the best of the present-day 
tenor soloists, yet he runs very short of ideas 
here. His tone and phrasing sound as ample as 
ever, but his conceptions just don’t hang 
together. Even Milt Jackson—a very consistent 
musician—although performing with customary 
elegance and simplicity, lacks conviction. The 
rhythm section is, of course, first-class, with 
Hank Jones taking plenty of nimble solos. 
Lucky Thompson takes What’s New as a 
tenor solo; Milt Jackson is specially featured 
in Can't Help Lovin? That Man. Other tracks 
have their ingenious moments (the waltz-style 
introduction to Lover, for instance). But there 
is a curious flatness to the music, a lack of 
vitality. F.J. 


xIllinois Jacquet and his Orchestra 
***Swinging Home (Jacquet, Salin) (b); Moe 
(Jacquet) (a); Bluesitis (Jacquet, Salim) (b) 
Boot ’Em Up (Jacquet, Salim) (0) 
(Columbia-Clef EP SEB10072—lLIs. 10d.) 
***Heads (Jacquet) (c) 
It’s The Talk Of The Town (Levinson, Syines, 


Neiburg) (c) 
iCoheethle -Clef LB10066—7s. 4d.) 
(a)\—Jacquet (fnmr); unidentified brass _ section; 
John Lewis (pno); scar Moore (gir); Red 


Oo 
Callender (bass); Lee Abrams (drs). 
U.S.A. (Am. Norman Granz.) 

(6) —Jacquet}(tnr) with large band, said by some to be 
composed mainly of Count Basie men, but no confirm- 
ation obtainable. 21/3/1952. Do. (Do.) 

(c)—Jacquet (tnr); Cecil Payne (bar); Russell 
Jacquet (tpt); Matthew Gee (tmb); Raymond Acea 
(pno); Al Lucas (bass); Shadow Wilson (drs). 
Late 1953. Do. (Do.) 

Only last month I suggested that Illinois 
Jacquet was a much maligned soloist. He 
proves me right again with vigorous, exciting 
but always lucid playing on these two records. 
It could easily be the Basie orchestra on the 
big-band tracks, they show such vitality. Boot 
"Em Up and Swingin’ Home get a bit too high- 
spirited, but Bluesitis has Jacquet blowing 
up-tempo blues with the band riding ge ntly 
but powerfully behind him. Moe is much more 
reflective and restrained. 

Coleman Hawkins almost made It’s The Talk 
Of The Town into his own private property, so 
superbly did he play it. Jacquet’s version, just 
as romantic in spirit, has breadth and elegance. 
Everyone takes solos in Heads, lively but un- 
inspired. F. 


January, 1951. 


*Gene Krupa Quartet 


*Little White Lies (Donaldson); All Of Me 
(Simons, 


arks 
(Colu mbia-Clef TEP SEB10066—11s. 10d.) 

Krupa (drs) ; Eddie Shu (itnr) ; Bobby Scott (p70); 
John Drew (bass). March, 1955. U.S.A. (Am. Clef.) 

The big surprise of this EP is that apart from 
occasional! four-bar breaks Krupa does not solo. 
Which is just as well. I find his work the very 
antithesis of swing, and some of his accents are 
most peculiarly placed. Tenorist Eddie Shu is 
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STEPHANE GRAPPELLY 

AND HIS QUINTET 

These 14 numbers bring to us once again 
the familiar sound of the quintet led by 
the greatest virtuoso violinist 


in swing music 
PDL 85027 
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College Goes To Jazz 





| PE 


COLE LOIL EAS 


THE WESTLAKE COLLEGE QUINTET— 
SAM FIRMATURE (tenor), LUTHER 
McDONALD (valve trombone), FRED 
TAGGART (drums), DICK FRITZ (bass), 
DICK GROVE (piano)—has worked under 
the supervision of JOHN GRAAS to reach 
an extremely high standard of modern 
jazz. This, their disc début, provides 11 


examples of their prowess. 


LAT 8180 


THE DECCA RECORD COMPANY LTD 
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Ken Moule Arranges For... 


DON RENDELL (tenor), RONNIE ROSS 
(baritone), DOUGIE ROBINSON (alto), 
LEON CALVERT (trumpet), GEORGE 

CHISHOLM (trombone), ARTHUR WATTS 
(bass), ALAN GANLEY (drums), 
KEN MOULE (piano) 
and the result is 11 fine modern 
tracks on which everyone has a chance 
to shine and which reveal Moule’s 
lightness of touch and subtlety 
LK 4192 
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Introducing The Tony Kinsey Quintet 


Groups led by Tony Kinsey have invariably . 


stood for the best in British jazz. This 
album perfectly bears out the Kinsey dicta: 

‘We just try to play jazz the way we feel it 
First and foremost whatever we play has 
got to have swing ...I’ve always been in 

favour of an orderly group for several 

reasons. ... There has to be freedom of 

expression for the soloists.’ 

DON RENDELL (tenor), RONNIE ROSS 
(baritone), BILL LE SAGE (piano & 
vibraphone), PETE BLANNIN (bass), 

TONY KINSEY (drums) 
LK 4186 








LONG 
( 33 } 


Srunswick 


RECOROS 





Advert 39 





Puttin’ On The Style 

Folk songs, ballads and spirituals sung by 
THE GATEWAY SINGERS backed by 

RED CALLENDER (bass), JACK 
MARSHALL (guitar), ALVIN STOLLER 
(drums), and CARLOS VIDAL (conga drum) 
LAT 8176 


, 
: 
4 


MEW ORLEANS 


MICHEL ATTENOUX 





Dinner In New Orleans 


MICHEL ATTENOUX AND HIS 
ORCHESTRA, consisting of himself on 
soprano, LOUIS HENRY (trumpet), 
PIERRE HENRY (trumpet), CLAUDE 
GOUSSET (trombone), GEORGE 
ARVANITAS (piano), HENRI BROUX 
(bas3) and RAPHAEL PUJALTE (drums), 
here play many of the jazz tunes 
particularly associated with some of the 
greatest jazz musicians. These are 
rhythms, melodies and sound values 
rendered by real jazz enthusiasts 
L, 85020 


I-3 BRIXTON ROAD LONDON SW9 
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CABINETS 
by STAMFORD 


GP 42 (in 2 sizes) with 
Fold Back doors. 

32” high, 17” wide. 
Control Panel 213” x 16”. 
Clearance of 4” above motor 
board. Framing finished to 
match or in_ contrast. 
Fiush Base if preferred. 
GP 42/A Motor Board, 16” 
wide, 14” deep. 

Price £13/i3/-or 41/- deposit 
and 9 payments of 27/8. 
GP 42/301 Fitted with 
Cabinet Board 16” wide, 
18” deep, and Motor Board 
1534” wide x 173” deep. 
Price £14/12/6 

or 44/- deposit 

and 9 payments of 29/I 
monthly. 





Goodman's Axiom 
Enclosure 


$12. For 12” Single 
or 2 way system (also 
modified for 10” 
speakers) 36” high, 
Frontand Back Panels 
21°. Price £15.18.6 
or 47/- deposit and 9 
payments of 32/4. 
Also supplied fitted 
with the Axiom No. 
150 and Acoustic 
Resistance Unit, 
£29.9.6 or with the 
Trebox and cross- 
over in addition, 
£37.12.6. 

Credit terms on 
application. 


” 








GP 38. 3’ wide, 35” high, 16” deep. 4” Motor Board 353” 
wide, 14?” deep having 43” clearance below the top of the 
motor board and 12” above. Lower section—!3” high. 
Control Compartment :— Deck area 154” wide, 138” deep. 
Front Panel 153” wide, 13” high, §” thick with 1” clearance. 
Record capacity 125 LP. Also modified as required. 

Price £18.18.0 or 56/- deposit and 9 monthly payments 
of 38/6. 





All Cabinets are veneered in Oak, Walnut or 
Mahogany, finished to shade required. Delivery 
12/6 in England and Wales (Scotland & N. 
Ireland 25/-). Purchase Tax includ 

Write for Catalogue of cabinets for EQUIP. 
MENT, ECORDS, SPEAKERS, and PYE 
BLACK BOX. Satisfaction guaranteed or 
money refunded 


A. L. STAMFORD (Dept. H.16) 


20 College Parade, Salusbury Road, London, N.W.6 











The GRAMOPHONE 





The 12” ISW 


DE-LUXE 


with FOAM 
suspension 


30 - 17,000c/s 


£9.15.0d. 





THE BRADFORD ,PERFECT BAFFLE 


(Patent Pending) 








A COMPACT “ 
enclosure ensuring realism and clarity of re- 
production, with NO BOOM. A comprehen- 
sive range for single —and multi-speaker 
systems is available. 


From £8.15.0d. for 17’ x 17” x 123” 





We are demonstrating the GOODSELL ‘Golden 
Range,’ the ORTOFON Pick-Ups and the WOOLLETT 
Transcription Gramophone Turntable. 
Daily: 
Saturday: 


9a.m. to 6 p.m. 
9a.m. to noon 





17 Charing Cross Road, 
London, W.C.2. 


Tel.: TRAfalgar 5575 
(Opp. Garrick Theatre) 





Limited 


JOHN: LIONNET & COMPANY 


(at above address) 


Trade and Export inquiries te: 
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VOGUE 


THE GREATEST 
CATALOGUE IN 
THE WORLD FOR 


JAZZ 





FROM 
GOOD TIME JAZZ 


THE FABULOUS 
FIREHOUSE 5+2 





10” Long Playing 33} R.P.M. 


Vols. 1 LDG 036 
2 078 
3 094 
4 169 
° 183 





EXTENDED PLAY 
Vols. 1 EPG 1057 
2 1089 





NEW FIREHOUSE 572 
EXTENDED PLAY 


Releases to be 
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no great shakes either, although not actually 
offensive. 

The record is saved from complete dismissal 
by the very interesting solo work of pianist 
Bobby Scott whose twitching melody lines are 
based on the Bud Powell school of thought. 

B.D. 


*Don Lang and his Skiffle Group. 
**Whiskey (Langhorn, Brown, Woodman); New 
York Gals (Do.); The Cattle Train (Hatch, 
Lacey) ; Fightin’ Men (Do.); This Train 
(Do.) ; Do.); A Rag, A Bone 
And A Lock Of Hair (Hall, Cloth); Roll 
Langhorn, Brown, 
Woodman); Poor Old Man (Do.); The 
Roving Gambler (Hatch, Lacey); Raccoon 
And Possum (Do.); Kelly From 
Plumb Nelly (Singleton, Kirkland, Wallace) 
(H.M.V. LP DLP1151—27s. 10d.) 


Lang (Gordon Langhorn) (voc); Terry Brown, 
Jack Llewlyn, Roy Plummer (girs); Frank Donni- 
son (bass); George wo Bobby Kevin (drs). 
17/5/1957. ‘London. (H.M.V.) 

This record shows the difference between 
“ skiffle ’’ and skiffle—the latter being found on 
the City Ramblers’ disc. Three guitars, bass 
and two drummers may be Joe Public’s idea of 
a skiffle band, but it gets pretty monotonous 
after about the first track and a half, even 
though the numbers have the rare merit of 
originality. I suppose they are all right if you 
want to jig to them, but I like to think that 
readers of this column look for something a 
little more than that in the records they buy. 

O.K. 


*Ellis Larkins 
** Manhattan At Midnight ”’ 

****Manhattan Serenade (Louis Alter); Lullaby Of 
Broadway (Harry Warren); Autumn In 
New York (Vernon Duke); The Blue Room 
(Richard Rodgers); Sidewalks Of New York 
(C. Lawlor, J. Blake); Lullaby Of Birdland 
(Shearing) ; Forty-five Minutes From Broad- 
way (George M. Cohan); Forty-Second 
Street (H. Warren); Penthouse Serenade 
(W. Jason, V. Burton); You're Blase Re. 
Hamilton); Down In The Depths Of e 
20th Floor (Cole Porter); Give My Regards 
To Broadway (Cohan); Stompin’ At The 
Savoy (Edgar Sampson); One For My Baby 
(Harold Arlen) ; Manhattan (Rodgers) 

(Brunswick 12 in. LP LAT8189—37s. 64d.) 


Larkins (pno); Art Ryerson (gir) : Mn aed Peer 
bass). Probably 1956. U.S.A. (Am. Decca.) 

Another in Brunswick’s “ Midnight ”” series 
but much more in keeping with its title than the 
earlier-reviewed Marvin Ash “ Midnight In 
New Orleans” Called ‘“‘ Midnight In 
Manhattan,” it is more of what is termed 
cocktail party music (and none the less so 
because each side of the disc runs on without 
any aural or visible break). But then, at mid- 
night on the island on which New York is built, 
you are just as likely to hear intimate soirée 
music as you are to hear music of any other kind, 
so the title is quite appropriate. 

Furthermore you get the impression of a 
man who knows what he is supposed to be 
representing and has the knowledge of his 
subject and the musical artistry to do it 
irreproachably. We have had the thirty-four- 
year-old Ellis Lane Larkins before, as accom- 
panist to Ella Fitzgerald and in piano/trumpet 
duets with Ruby Braff. But in none of these has 
he sounded so attractive as he does here as a 
soloist. The unassuming but helpful Beverly 
Peer and flavour-conscious Art Ryerson do 
more than enough to warrant the label or 
sleeve acknowledgment which Brunswick ‘have 
so meanly failed to give them. 


*xjJimmy Lunceford and his Chickasaw 
copators 
**Jazznocracy (Will Hudson) (a); Chillun’, Get 
Up (Koehler, Parker (V by orchestra) (a) ; 
Leaving Me (Waller) (V by Henry Wells) (5); 
Oliver) Ball (Harold Arlen) (V by Sy 
iv 


(H.M.V. EP 7EG8243—1Is. 13d.) 


Lunceford (leader) ; Willie Smith, Earl Carruthers 
(altos); Joe Thomas (tnr); Sy "Oliver, Tommy 
Stevenson, Eddie Tompkins (tpts) ; Russell Bowles, 


The GRAMOPHONE 


Henry Wells ims) Edwin Wilcox (pmo); Al 


Norris (gir); Moses Allen (bass); James Crawford 
(drs.). (a), b) 26/1/1934, cy” 20/3/1934. New York 
(Am. Victor.) 


Previous issues (all Fo neg 
B6318 ; (6) B6493; (c) BD135 

The Lunceford enhetm deserves a resurrec- 
tion at least as much as some and a good deal 
more than many accorded the honour—but 
not via these records!  Chillun’, a pseudo- 
spiritual, features the band’s vocal choir ; 
Henry Wells warbles sentimentally through most 
of Leaving Me ; Will Hudson’s riffs stir up only 
synthetic excitement in Jazznocracy. Cnly the 
soloists—Willie Smith, Sy Oliver, Joe Thomas 
and Russell Bowles—offer any interest. 

The one exception that makes the disc worth 
serious consideration is Breakfast Ball. The Sy 
Oliver arrangement helps the band, which had 
not really got into its stride at the time of these 
early 1934 sessions, to give some indication of 
the brilliance that was to come. E.J. 


(a) H.M.V. B6476, 


*Manhattan Jazz Septet 
**King Porter Stomp (Morton); Never Never 
Land (J. Styne); Like Listen (Albam) ; 
Since When? (Albam); Love Of My Life 
(Artie Shaw); Rapid Transit ‘ogy Fy : 
Flute Cocktail (Albam); At Bat For K.C 
(Albam); Do You Know What It Means To 
iss New Orleans? (De Lange, Alter) ; 
My Shining Hour (Harold Arlen); Thou 
Svelt (Albam); There Will Never Be 
Another You (Warren, Gordon) 
(Vogue-Coral 12 in. LP LVA9053—37s. 63d.) 


Hal McKusick > Sane clt); Herbie a mes tnr) ; 
Urbie Green (tmb.); Eddie Costa 

Galbraith (gir); Oscar Pettiford Tawa y Osie 
Johnson (drs). 7/6/1956. U.S.A. (Am. Decca.) 

All right as a background for chatter or 
clinking glasses, but far too bright and brittle 
to be taken seriously. Manny Albam’s scores, 
aimed at a wider public than the jazz-fans, get 
far too cute. Hal McKusick blows a swooping, 
Parker-like chorus in a free-swinging version of 
There Will Never Be Another You; Herbie Mann 
and Urbie Green play tastefully. But all in all 
Barry Galbraith, Oscar Pettiford and Osie 
Johnson deserved something better for and above 
their swinging 


*Merseysippi Jazz Band 
***Chicago Buzz (Blythe, Stevens) (a); ; Blues 
or (Evans) (a); Grandpas’ Spells 
(Morton); Working Man Blues (Oliver) 
(Esquire EP EP130—13s. 74d.) 


Don Lydiatt (cit); Pete Daniels, John Lawrence 
(tpts); Frank Parr (tmb); Frank Robinson (pno) ; 
Ken Bald win (bjo); Dick Goodwin (bass); Trevor 
Carlisle (drs.) 5/6/1955. London. (Esquire.) 

This is the usual Merseysippi mixture as before. 
The brassy sound is well-recorded, but apart 
from Blues Doctor I feel that so much of this 
material is old hat, and respectfully suggest 
that some new numbers—new old ones if you 
like—in pretty well all trad. bands’ repertoire 
would be so refreshing, especially played with 
more relaxed beat. O.K. 


*Thelonious Monk 
** The Unique Thelonious ” 

*****Liza (Gershwin); Memories Of You (Blake) ; 
Honeysuckle Rose (Waller); Darn That 
Dream (De Lange, Van Heusen) ; ; Tea For 
Two (Youmans); You Are Too Beautiful 
(Rodgers); Just You, Just Me (Klages) 

ost 12 in. LP LTX-U15071—37s. 64d.) 

Monk ( Oscar Pettiford (¢:ss); Art Blakey 
(drs.) 17/5/1986, 3/4/1956. New York. (Am. Riverside.) 
This is one of the best Thelonious Monk 
records available in this country. All too often 
in the past Monk has been criticised on the 
grounds that “‘ he only plays his own tunes so 
how can you tell if he makes mistakes or not ? ” 

Here he uses seven well-known standards as 

his foundations and treats us to a rich feast of 

invention. Memories Of You is played as an 
unaccompanied solo, but on the remainder the 
bold, striding bass work of Pettiford and the 
daring, anticipatory drumming of Blakey keep 
Monk on his toes. 
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I beg to disagree with note-writer Peter 
Gammond’s assertion that Monk “* murders” 
Waller’s Honeysuckle Rose from the outset. This 
is surely a fresh interpretation of the tune and 
it is possible to appreciate the versions by Monk, 
Waller and Hines without claiming that one 
necessarily invalidates the others. After the 
reckless versions of Tea For Two by Bud Powell 
and Art Tatum, Monk’s almost naive treatment 
of the theme comes as a surprise. Blakey and 
Pettiford take solos on Just You. Monk demon- 
strates his gradation of touch on Beautiful. A.M. 


*Turk Murphy and his Band 
** New Orleans Shuffle ” 

***New Orleans Shuffle (Whitmore); Of All The 
Wrongs You Done to Me (Payton, Dowell, C. 
Smith); Mandy, Make Up Your Mind (G. 
Clarke, Turk, G. W. Meyer); Chattanooga 
Stomp (J. Oliver); My Honey’s Lovin’ Arms 
(H. Ruby, J. Meyer) ; Waiting For The Robert 
E. Lee (L. W. Gilbert, Muir); Irish Black 
Bottom (P. Venable); Kansas City Man 
Blues (C. Johnson, C. Williams); Drop That 
Sack (Lil Armstrong); Gone Daddy Blues 
(Trad.) ; Come Back, Sweet Papa (Barbarin, 
Russell) ; New Orleans Stomp (Lil and Louis 
Armstrong) 

ma 12 in. LP BBL7145—37s. 64d.) 


Murphy (imdb); Bob Helm (cit); Birch Smith 
(tpt) ; y Dea Ewell (pno); Dick Lammi (jo); Bob 
Short (#uba). 29/30/3/1956. U.S.A. (Am. Columbia.) 

Despite the still-shrill Helm clarinet, these 
are a marked improvement on the usual 
Murphy records. Birch Smith plays with a 
fine open tone, sure and clean; Ewell plays 
capably if a little stiffly; Short’s tuba is less 
elephantine than hitherto. The overall effect 
is of mobility, not plodding. 

But I still wish that these well-meant 
* tributes ’’ to great men like Louis Armstrong 
and Joe Oliver could be omitted, and a search 
made for some more interesting material, such 
as Parenti has done. Nevertheless I have to 
admit that there is no carbon-copyism here, 
which makes for a degree of freshness. O.K 


*Vido Musso — Eddie Safranski — Kai 
WwW. 


**Moose In A Caboose (Musso) (b); Moose On 
The Loose (Roland) (5); y Jo-Ann (Mus- 
sulli) (6); Vido In A Jam (Herman, David) 
(6); Bassology ver rong J (f); Spellbound 
(Rosza, David) (c); Lem Me Go (Lem Davis) 
e); Jam Session At The Savoy (Winding) 
d); Sweet Miss (Winding) (a); Loaded 
(Miller) (a2); Grab Your Axe, Max (Winding) 
(a); ways (Berlin) (a) 

(London 12 in. LP LTZ-C15070—37s. 64d.) 
* (a) —Kai Winding New Jazz Group: Winding 
tmb); Stan Getz (inr); Shorty Rogers (tpt); 
horty Allen (pno); Iggy Shevak (bass); Shelly 
Manne (drs). Circa 1945. U.S.A. (Am. Savoy.) 
(6)—Vido Musso All Stars Big Seven: Musso 
(inv); Boots Mussulli (alto) ; ow Roland, Kai 
Winding (imbs); Marty Napoleon (po) ; Eddie 
Safranski (bass) ; Denzil Best eee) Possibly 25/2/1946 


Do. 

‘ch. eddie Safranski Quartet: Safranski (bass) 
Musso (inr); Sanford Gold (pno); Best (drs). 
Possibly circa early 1946. Do. (Do.) 

(4)—Personnel as for (c), plus Winding (mb). Pos- 
sibly same session 

(¢)—Eddie Safranski All Stars : Safranski eo ; 

(alto); Musso (tnr); Gold (pno); 
(dss). Possibly early 1946. Do. Do. 

(f)—Personnel as for (e), plus Mussulli (a/to); Leonard 
Hawkins (tpt); Roland (tmb). Possibly same session. 

Vido Musso can be something of a poor man’s 
Illinois Jacquet, his solos full of synthetic 
excitement, played with a coarse, buzzing tone. 
This record finds him at his worst. Not that 
most of the other musicians today sound much 
better. On these ten- and-eleven-year-old tracks - 
twelve-year-old bop cliches turn up all over the 
place. Kai Winding never seems to strike form, 
Lem Davis either plays too prettily (My Jo-Ann) 
or too brashly (Lemme Go). Sanford Gold 
mingles Art Tatum runs with phrases from 
Willie ‘“‘ The Lion ”’ Smith trying all the while 
to sound up-to-the-minute. Nevertheless he’s 
the best man on tracks on which he plays. Not 
until the last four tracks do things improve, 
with Stan Getz taking solos which contrive 
to be both intelligent and aggressive. C.F. 
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*Hal McKusick Quartet 
“* Jazz At The Academy” 

***Give "Em Hal (Manny Albam); When The Sun 
Comes Out (Harold Arlen); Can’t Get Out 
Of This Mood (Jimmy McHugh); These 
Foolish Things (Eric Maschwitz); Out Of 
This World (Arlen); This Is New (Kurt 
Weill); Over The Rainbow (Arlen); Seren- 
ade In Blue (Warren, Gordon); Prelude To A 
Kiss (Ellington) ; Irresistible You (Don Raye, 
Gene de Paul 

(Vogue-Coral 12 in. LP LVA9054—$37s. 63d.) 

McKusick (a/to); Barry Galbraith (gtr); Milt 
Hinton (bass) ; Osie Johnson (d’s.) 3/11/1956. U.S.A. 
(Am. Decca.) 

Hardly a case of “ make mine McKusick ”’ 
as far as I’m concerned. This 34-year-old 
alto player has too fidgety a style, his tone 
thin, his ideas repeated too often. Not that 
there are not some good things on this record. 
Give ’Em Hal and Irresistible You are both lively 
performances, while Barry Galbraith takes 
many deft and satisfying solos. Milt Hinton’s 
bass is featured in Over The Rainbow. 


E.J. 


** Newport Jazz Festival ” 
****Buck Clayton All Stars: You Can Depend On 
Me (Hines); Newport Jump (Clayton) ; 
In A Mellotone (Ellington). All (a). 
**Duke Ellington Orchestra: Take The ‘A’ 
Sophisticated Lady 


Train (Strayhorn) ; 
(Ellington). All (0). 
(Philips 12 in. LP BBL7152—37s. 63d.) 

(a)—Clayton (tpt); Coleman Hawkins 
J. J. Johnson (imb); Dick Katz (pno); 
Moten (bass); Gus Joynson (drs) 

(5 —Ellington (pno); Johnny Hodges, Russell 
Procope (alios); Paul Gonsalves, Jimmy Hamilton 
(tnrs); Harry Carney (bar); Cat Anderson, Willie 

ook, Ray Nance, Clark Terry (tpts); Quentin 
Jackso, John Sanders, Britt Woodman (imbs) ; 
Jimmy Woode (bass); Sam Woodyard (drs). 

All 6/7/7/1956. At The Third Newport Jazz 
Festival, U.S.A. (Am. Columbia.) 


Four tracks left over from the wonderful 
“Ellington At Newport” (Philips BBL7133) 
turn out to be very inferior. The Ellington 


(tnr) ; 
Benny 


orchestra has sometimes been disappointing, 


but rarely has it sounded sloppy. The un- 
expected happens in Take The ‘A’ Train. 
Someone in the trumpet section plays sharp, 
and just to make matters worse Ray Nance 
(perhaps he is the culprit all the time ?) takes 
an embarrassingly bad solo. His intonation 
is faulty, his phrasing awkward and flurried. 
Luckily Harry Carney turns up trumps with a 
smooth, elegant interpretation of Sophisticated 
Lady. Johnny Hodges’ solo in J Got It Bad, 
however, is too syrupy and sentimental for my 
taste. Although I think Sam Woodyard the 
best drummer Duke has ever had, I find nine 
noisy minutes of Skin Deep—mostly a marathon 
drum solo—far too heavy on the ear-drums. 


On the other side Buck Clayton is in peak 
form, playing robustly yet lyrically. As always, 
it’s a joy to hear Coleman Hawkins’s rich, 
sensual tone. He may phrase a bit busily here 
and there, but his solos have breadth to them. 
J. J. Johnson (staccato as ever) and Dick Katz 
both play well, while the rhythm section swings 
blithely. C.F. 


*“ A Night At The Apollo ” 
**** Apollo Band Of The Year (Count Basie Orch.): 

I May Be Wrong (Ager, Yellen) 

Coles And Atkins (tap dancers, vocs): Dance 
Your Blues Away ; Moonlight And Roses: When 
I Grow Too Old To Dream 

George Kirby (comedy routine, impersonations, 
impressions) 

Kevnotes (vocal quartet): Who Does She Think 
She Is? Jackie “ Moms ’’ Mabley (comedy 
routine) Amateur Show: Pearl Jones (gospel 
singer): Went On Man’s Bond Danny Rogers 
(voc): J Bel’eve Doreen Vaughan (blues singer): 
Twenty-four Hours Of The Day 

James (voc): Den’t Worry ’Bout Me 

Heartbrakers (rock ’n‘ roll group) 
week winners): Come Back, Mv Love 

(Vangurd 12in. LP PPL11004—35s. 103d.) 


1956. Apollo Theatre, Harlem, U.S.A. 
guard.) 


Anything this lacks in the quality of jazz, 
usually necessary to get into this column, it 


(Previous 


(Am. Van- 


The GRAMOPHONE 


makes up for by the interest it should have for 
all types of jazz enthusiast. It is a recording of 
a night’s performance at Harlem’s famous 
— Theatre. The programme is listed in 
col. 1. 

Top of the bill is the amateur talent contest, 
through the like of which many subsequently 
great stars, including the inimitable Ella 
Fitzgerald, obtained the recognition which was 
their first-step to fame. Of the entrants on this 
occasion, the only art to be taken seriously is 
the previous week’s winners. But the short 
shift given to all and sundry who fail to please 
the audience is alone worth the money. E.J. 





Book Review 


KING JOE OLIVER 


More than once I have commented on the 
industry and tenacity of purpose shown by 
British jazz authors when compiling reference 
works on American jazz celebrities, but never 
has it been more deserved than it is for the 
Brian A. L. Rust-Walter C. Allen book on the 
now legendary Joe “ King ”’ Oliver.* 


Said to be (and no one will dispute the 
accuracy of the claim) the outcome of an 
astonishingly exhaustive study of just about 
every Press mention of Oliver since he first 
became prominent in the earliest years of the 
present century as a trumpet player in the city 
of his birth, New Orleans, and innumerable 
interviews with those who played with or 
otherwise came to know hin, it gives just about 
every detail of his career it would be possible 
to unearth. 


There are forty-three pages of biography, 
mostly in the form of an Oliver diary, but none 
the less informative for that. A further eighteen 
pages are devoted to “‘ His Character ’’, “ His 
Influence’’, ‘‘ His Style’’, and “ His Com- 
positions’, and no fewer than four indexes 
make it easy to trace everything in the book. 

But the most astonishing section is the ninety- 
eight-page Discography. It even gives its 
authorities and reasons for almost every one of 
the many listed personnels about which there 
has hitherto been doubt. R.G. 





* Sidgwick & Jackson, Ltd., 1 Tavistock Chambers, 
London, W.C.1. Price 6s. 9d. post free (subject to certain 
Jazz Book Club conditions). 





*Red Norvo 

***Sweet Georgia Brown (Bernie); It Could 
Happen To You (Van Heusen); Fascinating 
Rhythm (Gershwin) ; Rhee, Oh Rhee (Dillard, 
Norvo); Get Out Of Town (Porter); Ship 
Without A Sail (Rodgers); Porsche (Dillard, 
Norvo) 

(London LP LZ-U14039—29s. 103d.) 

Norvo (vib); Robert Drasnin (flute): Jack Mon- 
trose (cit, inr, flute); Bill Kosinski (English horn) ; 
Bill Dillard (cir); Gene Wright (bass): Bill Doug- 
lass (drs). 21 and 28/5/1956. Hollywood. (Am. Liberty). 


*Red Norvo Quintet 
“ Hi-Five ”’ 

***First Things First (Norvo) (b); If I Love 
Again (Murray, Oakland) (a); I’m Confessin’ 
(Neiburg, Dougherty, Reynolds) (a); Every- 
thing I’ve Got (Rodgers) (6); Live And Let 
Live ‘Norvo) (c); Soft Winds (Jackson) (c) ; 
Punkin’ Head (Norvo) (a); I Didn’t Know 
What Time It Was (Rodgers) (c); Easy Does 
It (Carter) (6); Cabin In The Sky (Burke, 
Leslie) (b); Copy Cat (Drasnin) (a); Move 
(Best) (c) 

(RCA 12 in. LP RD27013—37s. 63d.) 


Quintet: Norvo (vib); Bob Drasnin (flute, cit. 
alto); Jimmy Wyble (g/r); Bob Carter (bass): Bill 
Douglass (drs). (a) 29/1/1957, (6) 31/1/1957, 2/2/1957. 
U.S.A. (Am. Victor.) 

Each of these Red Norvo LPs is based on an 


extension of the Norvo Trio formula first heard 


here ofi the Vogue label. Despite the addition 


of such instruments as flute, English horn, etc., 
the underlying pattern remains that of the 


August, 1957 


vibes-guitar-bass unit which Norvo has ied 
since 1951. 

Nowhere on either of the discs does the music 
rise to any unpredictable heights ; in fact the 
song title Easy Does It (on the RCA album) 
aptly sums up Norvo’s musical policy. There 
are moments of charm (as on J Didn’t Know) 
and moments of sprightly, bouncing jazz (/thee, 
Denzil Best’s Move, etc.), but in general this is 
superior-quality cocktail-lounge music, a suit- 
able backdrop for languid, sophisticated 
conversation. A.M. 


*Tony Parenti’s Ragtime Band/Ragpickers 
Trio 
‘* Ragtime ”’ 

****Grace And Beauty (James Scott) (a); Crawfish 
Crawl (Parenti) (0); Hiawatha (Daniels, 
Russell) (a); The Entertainer’s Rag (Jay 
Roberts)(b) ; The Lily Rag (Charles Thompson) 
(b); Praline (Parenti) (2); Swipesy Cakewalk 
(Joplin) (a); Nomsense Rag (R. G. Grady) 
(6); Sunflower Slow Drag (Joplin) (a); 
Cataract Rag (Robert Hampton)()) ; Redhead 
Rag (Franklin, Green) (0); Hysterics Rag 
(Paul Biese, Klickman) (a) 

(London 12 in. LP LTZ U15072—37s. 63d.) 


(a)—Parenti (cit); Wild Bill Davison (cornet) ; 
Jimmy Archey (imb); Ralph Sutton (po); Danny 
Barker (bjo); Cyrus St. Clair (tuba); Baby Dodds 
(dvs). 22/11/1947. New York. (Am. Riverside.) 

(b)—Parenti (-/t) ; Sutton (pno) ; George Wettling 
(drs). 22/1/1948. Do. (Do.) 

Hearing these grand old rags played by other 
than piano soloists gives a great deal of pleasure, 
or should—if you appreciate music which 
literally has grace and beauty. St. Clair and 
Dodds provide a remarkable rhythmic found- 
ation, to which Sutton contributes some staccato 
piano, and Wild Bill is very docile. But the star 
of the larger band is Jimmy Archey. His 
pungent trombone comments are a joy, and 
they are perfectly timed. Parenti isn’t the 
greatest white New Orleans clarinetist, but he 
does some very satisfying things. The quiet 
intimacy of the trio titles provides a most 
interesting contrast to the more open-air sound 
of the Ragtime Band. Recording fine. O.K. 


*Art Pe r Quartet 
secoaat’e “Opus (Pepper); I Surrender. Dear 
(Barris); Diane (Pepper); Pepper Pot 
(Pepper) ; Besame Mucho (Valasquez) ; Blues 
At Twilight (Pepper); Val’s Pal (Pepper) 
London LP LZ-U14038—29s. 103d.) 


Pepper (a/fo); Russ Freeman (pm) ; Ben Tucker 
(bass); Gary Frommer (drs). Probably late 1956. 
Los Angeles. (Am. Tampa ) 

I can’t think of any white alto player who 
combines elegance with power quite so expertly 
as does Art Pepper. Although the 32-year-old 
Californian was a founder-member of the so- 
called West Coast school of jazz, there is nothing 
frigid or formalist about his work. Indeed, 
Blues At Twilight and Diane (an unusually good 
original) possess intensity as well as lyricism. 

Away from the jazz scene for quite a long 
time because of his drug addiction, Pepper 
made these recordings just after being released 
from a prison hospital. His return to health is 
reflected in the eloquence and lucidity of his 
playing. Traces of Charlie Parker pop up here 
and there, but on the whole Pepper has a 
remarkably individual talent. This is relaxed, 
swinging, extremely inventive jazz, with Russ 
Freeman once more showing himself to be an 
apt and adroit pianist. E 
*Buddy Rich 

“‘ The Swinging Buddy Rich ”’ 
**Let’s Fall In Love (Arlen); Me And My Jaguar 


(Rich); Just Blues (Rich) 
(Columbia-Clef EP SEB10071—11s. 10d.) 


Rich (drs); Benny Carter (alto); Georgie Auld 
(tnr); Bob Lawson (bar); Harry Edison (ipt) ; Milt 
Bernhart (tmb); Jimmy Rowles (pno); John 
Simmons (bass). Autumn, 1953. U.S.A. (Am. 
Norgran ) 


The latest Buddy Rich EP presents a rather 


- curious mixture of talents, and I am not sure it 


jells too well. Carter, Edison and Rowles solo 
well, Bernhardt is inoffensive ; but the contri 





